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Abstract
This project studies the phenomenon of Taqwacore, a North American 
subcultural  group  that  is  named  after  a  fictional  novel  by  Michael 
Mohammed Knight  in 2003,  in which a community of   young Muslim 
Punks is depicted. The case study will map out how Taqwacore gained 
cultural space in the imagined communities of Islam, Punk and the North 
American  public  and  find  out  how discourses  within  these sites  and 
within Taqwacore have developed and relate to each other. 
The research will  draw on theories  of  subculture  and identity,  Actor-
Network  Theory  and  discourse  analysis  to  conceptualize  a  way  of 
studying  group  formation  and  the  potential  of  creative  responses  for 
identity formation.
By giving a name to themselves, Taqwacore triggered perceptions and 
categorizations from the outside that are highly based on the duality of 
their Muslim and punk identity. While their own positionings show a clear 
change  in  discourse  about  themselves,  North  American,  Muslim  and 
punk discourse seems hesitate to acknowledge these changes.
“I stop trying to define Punk around the same time I stopped trying to  
define Islam. They aren't so far removed as you'd think. Both began in  
tremendous bursts of truth and vitality but seem to have lost something  
along the way – the energy, perhaps, that comes with knowing the world  
has never seen such positive force and fury and never would again. Both  
have suffered from sell-outs and hypocrites, but also from true believers  
whose devotion had crippled their creative drive. Both are viewed by out-
siders  as  unified,  cohesive  communities  when  nothing  can  be  further  
from the truth.
I could go on but the most important similarity is that like Punk as  
mentioned above, Islam is itself a flag, an open symbol representing not  
things, but ideas. You cannot hold Punk or Islam in your hands. So what  
could they mean besides what you want them to?” (Michael Muhammad  
Knight, 2007: 7)
“I personally am more inclined to religions in which the mediator ap-
pears to be less essential or almost tuned out.” (Rainer Maria Rilke in  
Knight 2009: 17).
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31. Introduction
The so-called 'Taqwacore' is a phenomenon that has raised much interest in the last  
few years. Its name deriving from a combination of the Arabic word 'Taqwa' meaning 'God 
consciousness' and the suffix for the punk sub-genre 'hardcore' (Hosman, 2009: 21), it de-
scribes an emerging scene of Muslim punks. Mainly visible in North America, the Taqwa-
core group consists of several loosely affiliated bands of young Muslims playing punk rock 
music. Carrying many important differences among its members, the movement found in-
spiration in the fictional novel 'The Taqwacores' by Michael Muhammed Knight.
Punk is described in Knight's book as somehow similar to Islam, in that it is a “flag, an 
open symbol representing not  things, but  ideas. You cannot hold Punk or Islam in your  
hands. So what could they mean besides what you want them to?” (Knight, 2007: 7).
Punk is today a globally accepted youth culture. Although it has spread widely and 
gained a close connection to the consumer's market it still purports to have an anti-con-
formist potential and it is highly associated with resistance and rebel dispositions. It seems 
ultimately incompatible with a picture of Islam that is highly dominated by rules and a godly 
authority that declares music, drugs and female singing haram (forbidden).
After 9/11, an increasing number of hate crimes against Muslims have been perpet-
rated in the United States and scholars have investigated hyphened identities of Muslim 
teenagers and different nodes of integration of Muslim immigrants in the USA (see for ex-
ample the study on American Muslim youth by Sirin & Fine, 2007).
Knight says that “in the so-called 'war of civilisation' [we] are putting the middle finger  
in both directions” (Knight in Taqwacore: the birth of punk Islam, 2009: min. 16:16). They 
do not want to be categorised as either good Muslims or bad Americans. It was a chal-
lenge for us to understand and explain the formation of such a group, that embodies a new 
youth culture with multiple identities, is influenced by different cultures and that seems to 
be in conflict with the hegemonic discourse of the country it is mainly located in.
In this project, our intention is to study and understand this phenomenon and the con-
sequences of its coming into being, with the idea that, other groups with similar conflicting  
transnational identities might make use of the same tactics to achieve a certain cultural, 
political, social or even economic position in their environment. With this intention in mind, 
the project looses its 'locality' becoming immediately projected into the global, as transna-
4tional identities are daily affirmed in a globalised world1. 
We find Taqwacore as a perfect case study in the research of the potential of creative 
expressions in managing conflictual identities and creating new discourses in society. It is 
especially of interest that, through the interplay of differing and conflicting identities, a sub-
culture is the response that has emerged. Using Taqwacore as a case, immediately brings 
into focus a number of global and local relations and dynamics at (inter)play - transnational 
identity formation among Muslims and punks, dynamics of mass media representation and 
underground networks of communication. 
1 For an example of this, see Levitt (1998)
52. Problem definition
The  increasingly complex and overlapping new cultural and political processes are, 
the more important it seems to use interdisciplinary approaches to analyse these multifa-
ceted and rapid changes. A project within global studies will therefore ask for sociological,  
anthropological and geographical that can form new expertise in understanding global pro-
cesses.
One of the problem areas within global studies is how processes of globalisation influ-
ence civil  society,  political culture, social integration and development.  The nation-state 
has lost authority as the only provider of explanations of social inclusion and cohesion. 
Political and cultural identities have been challenged by questions of belonging in relation 
to global migration, by the melting lines of order between local and global geographies and 
by an always increasing pace and amount of communication through new technologies. 
The questions of social inclusion or exclusion have raised new lines of connection within 
societies, but also within parts of populations or individuals, especially if their sense of be-
longing transcends national borders linking to other cultural and social geographies and 
groupings. Examples are manifold: Kurdish immigrants in Denmark that use new forms of  
communication to keep contact and educate each other and the families in the home vil-
lages (Christiansen,  2008),  a  cosmopolitan  British  business man,  that  is  married  to  a 
Chinese, lives in Paris, where the children attend an international School, but has apart-
ments in Shanghai, Sydney and Berlin or American Muslims that have been living in the 
United States their whole life, but have strong cultural ties to the origin countries (see for 
example the study on American Muslim youth by Sirin & Fine, 2007).
While older responses to questions of social inclusion and identity belonging used to 
work with categories that were based on national frameworks ascribing to a group an iden-
tity that was limited by political, cultural and geographical borders, newer approaches have 
to find alternative ways of explaining how group identities can be formed and how some-
times seemingly conflicting identities can be harmonised, expressed and recognised. An 
excellent example of such contradicting mixtures of categories is a recent cultural grouping 
in North America: Taqwacore.
The phenomenon is relatively new and issues linked to its transnational identities of 
Muslim and punk transgress it. Taqwacore also seems to challenge existing theories of 
6youth and subculture and has triggered lively discussions by its mere appearance. It also  
sparked our interest that the conflicting identities of its members seem to be combined in 
an unproblematic manner, when a creative response such as music is central in shaping a 
new form of cultural space.
Individuals carry with themselves a luggage of multiple identities that define their posi-
tion in different segments or aspects of society. These identities can surface when chal-
lenged by specific issues, or can be visible and out-in-the-open at all times. Identities often 
appear to revolve around key concepts such as ethnicity, gender, religion, language, sexu-
al orientation and many more.
As many of these different identities can coexist in the same individual without raising 
any relevant issue (e.g. one can easily be a bi-sexual French speaker), others cater for  
values and beliefs that might be in conflict with each other. The young Americans within 
Taqwacore  raise  a  question  mark  with  their  seemingly conflicting  identities  of  being  a 
Muslim and at the same time a punk. How these and other identities cohabit in the same 
person, and which tools individuals (and groups) use to overcome these conflicts, are in-
teresting questions for a researcher.
The aim of this project will therefore be that of answering the following research ques-
tion:
In  what  ways  can  people  with  conflicting  identities  use  art  and  other  creative  re-
sponses to gain qualitatively significant cultural space?
Four sub-questions have been outlined. Their role is that of helping us throughout the 
project and to facilitate us in answering the main question, rather than requiring an explicit 
answer in themselves.
1) How can a researcher approach the study of a complex and multifaceted group 
such as Taqwacore?
This first question will guide us through the study of the existing theory and lead to our 
own conceptualisations in finding a way of explaining the processes in the formation of 
Taqwacore.
72) What  identity discourses are recurrent and are central  for people involved in 
Taqwacore and by which means are they produced?
The second question will be answered by mapping the connections that the group of 
Taqwacore has to other fields of society drawing on actor-network theory.
3) Did Taqwacore  gain cultural  space within the dominant discourses it  is more 
closely related to?
This sub-question will  direct our research towards an investigation of whether or not 
cultural space has been gained through the experience of Taqwacore.
4) Does the representation of Taqwacore given by others respect the self-repres-
entation Taqwacore gives of itself?
This last sub-question will help us in investigating the quality of the cultural space that  
might have been gained through the Taqwacore experience.
83. Conceptualisation of Terms
3.1 Overview 
In this chapter, we will lay out the theoretical foundation for our study. We will concep-
tualise several terms that we have identified as crucial to our object of study when discuss-
ing Taqwacore. 
There are several terms that we want to discuss and define theoretically for our study. 
The first one will be 'culture', from which we will also derive a concept of 'cultural space' 
within an increasingly interconnected world. Furthermore, we will discuss theoretical ap-
proaches to 'identity formation', touching on both cultural and individual identity and dis-
cussing the possibilities for individual agency within identity formation processes. Based 
on these discussions we will  also briefly elaborate  on what  we  mean by 'creative re-
sponses',  in order to clarify our research question. These conceptual definitions will  be 
based mainly on arguments derived from the theories of Ulf Hannerz and the later works of 
Stuart Hall.
After laying out the conceptual framework we have developed, we will go into the the-
ories of Bruno Latour and of Ernesto Laclau & Chantal Mouffe. These will help us in devel-
oping a theoretical foundation for how to study a group like Taqwacore through qualitative 
research  methods  and  in  building  an  appropriate  methodology and  operationalisation, 
which will be described respectively in chapters 4 and 5. 
However, we want to start the chapter with an introduction on the term subculture. As 
this was the first term that came to our mind when discussing how to approach Taqwacore 
theoretically, it was the first theory we looked into. The problems we identified when dis -
cussing it as a possibility for our work led directly to the discussions that resulted in the  
conceptual framework laid out in this chapter.
We will thus start with an overview of older, already established theoretical approaches 
towards subcultural groups, especially by the Centre for Contemporary Cultural Studies of 
Birmingham (CCCS). We will describe some lines of thought brought forward by this schol -
arly branch as well as mention several points of critique that have been used against it. 
These critiques raised problems regarding the conceptualisation of culture and a con-
ceptualisation of cultural space that would be appropriate for our study. Further issues that 
the discussion on the CCCS leads to, are questions around the conceptualisation of iden-
9tity and individual agency and finally the question of how to analyse a phenomenon which 
is hard to be localised spatially, while seeming fairly 'local' when comparing it to some of 
the other phenomena it seems to contain, for example a global 'subculture' like punk rock  
or a world religion like Islam. 
3.2 Outlining Subcultural Studies – subculture, culture and class
The CCCS, one of the first schools to research youth subcultures, developed a com-
prehensive non-functionalist approach that viewed subcultures no longer as an anomaly 
and an aberration from the ideal mono-societal way of life, but  rather as the outcome of 
contradictions emerging from the struggles  between ways of life (Hall,  1981: 20).  This 
world view was highly connected to a definition of culture based on class and serves until  
today as an established framework for researching in the field of subcultures.
3.2.1 CCCS - Subculture from the 1950ies to the 1970ies
The new world  order  after  World  War  II  was  marked  by major  social  changes  in 
Europe and in the Western world. Many questions about the future structure of Western 
societies arose in this time of settlement and researchers answered them very differently. 
The common functionalist hypothesis predicted the working-class as a category to disap-
pear. Instead the new metaphor of social change was seen in the youth. Young people 
were the first respondents to new consumerism, mass communication, improvements in 
secondary education, higher wages and the emergence of style, music and fashion. All 
these changes predicted a break in history. The new formations of society were seen in the 
gap of young and old and not between the working- and the middle-class families (Clarke,  
Hall, Jefferson, Roberts, 1975: 17-24).
These presumptions were rejected by the CCCS, that based its studies on actual and 
real cases, intending to bring sociology down from its abstract theories that, in their view, 
had turned into ideological answers to social changes that would only celebrate American 
pluralism.  The CCCS looked at  historical  societies  from the  perspective  of  ideological  
formations and ended up in new concepts of culture, opening up to relations between cul -
tural and political, economic and ideological practices in definite social formations. Culture 
was thus positioned on the intellectual map as a causal factor and no longer just as a b i-
product of the aforementioned categories. In short, the CCCS offered a radical historical 
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and philosophical anthropology that was mainly influenced by the works of Thompson, 
Sartre, Marx and Gramsci2 (Hall, 1981: 21-29). 
In 1975 the CCCS published a book on subcultures in post-war Britain (Clarke et al., 
1975), that was a ground-breaking piece of work and represents a first serious scholarly 
attempt to treat youth culture as a field of study in itself. The authors place culture in a re-
lation to class and domination. They define culture as “the way, the forms, in which groups  
´handle' the raw material of their social and material existence” (Clarke et al., 1975: 10). 
They assume that we are born into certain configurations of meaning and sets of institu-
tions that give access to, and at the same time locate us, in a certain culture. This pre-con-
stituted field of history, society and culture forms us, but it will also be formed, transformed 
and reproduced by us. 
The dominant culture as well as the subordinate cultures are considered class-cul-
tures. A sub-culture will then be a fragmentation of the subordinate culture. This subordin-
ate culture is termed in the article as parent culture. The English youth subcultures of the  
early 50s were situated within the working-class parent culture. This working-class culture 
is situated in a dialectical relationship to the hegemonic culture, that won the struggle for 
cultural dominance and sets the standards of values and ideas for all the other subordinate 
cultures (Clarke et al, 1975: 13).
The cultural and subcultural understanding of the CCCS is thus marked by concepts of 
social formation, cultural power, domination and regulation, resistance and struggle (Hall, 
1981: 27).
The CCCS studies on the British subcultures of the 1950ies and 1960ies in Great Bri-
tain are clearly framed in subculture within a national concept. Through socio-economic 
change, family, community and local economy structures were disturbed in their traditional 
coherence. Young people were mainly affected in the areas of education, work and leisure 
and had to solve these contradictions in their own way, caught up as they were between 
the puritanism of the working class and the new ideology of consumption. These solutions, 
though, were ideological and imaginary in a relation to the actual class problems. Skin-
heads, Mods or Teddy Boys were not able to solve the problems of their class, hence they 
used symbols to imagine their resolutions. The fashion style can be one way of dealing 
with the real problems, appearing as part of an imaginary high end of society. Thus, sub-
2 Only the whole map of complex series of influences would give a sufficient insight in the work of the CCCS. 
However, this would take up too much space in this project.  Instead we will  focus on the definitions of  
subculture  and  the  concept  outlined  by  Clarke,  Hall,  Jefferson  and  Roberts  (1975)  in  their  article  on 
subcultures, cultures and class. For a more comprehensive disquisition on the groundwork of the CCCS, see 
Hall, 1981: 21-29.
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cultures express a will, a hope or a nostalgia that are shaped within the problems of the  
parent-culture, in this case the working-class (Clarke et al., 1975: 47-49). For the authors,  
class will never disappear. It is always a result of negotiations and relations or ties: hori -
zontally, as an orientation towards locality, neighbourhood, local culture and tradition, and 
vertically, towards the dominant institutions and cultures (ibid., 1975: 43). It is important to 
note again that the CCCS studied subcultures within the borders of a nation state, namely 
England. Horizontal and vertical ties are only perceived within national borders. This point 
is relevant for our case-study, in which people have significant transnational ties that would  
fall out of the scope of the CCCS.
3.2.2 Critique towards the CCCS
These lines of thought within subcultural studies, expressed by the research of the 
CCCS, have been strongly criticised by many scholars, who directed their critiques mainly 
towards CCCS's terminology of structure and agency, the disproportionately high focus on 
class, the static definition of groups and youth and the lack of attention to the role of me-
dia. These main critiques introduced new terms such as tribe, lifestyle, scene and genre.  
For  an  overview of  such  discussion,  important  authors  to  refer  to  are  Hesmondhalgh 
(2005),  Bennett & Kahn-Harris (2004) and Basson (2007).
Class, Group and Media
Apart from the terminology discussion, that tried to account for, but did not manage to, 
incorporate structure and agency as equally relevant elements of a conceptualisation of 
subculture, a more general critique of the CCCS focuses on relevant problems of the its 
theory. For instance Bennett, explaining the history of thought that led to the important 
works of the Birmingham centre, highlights how their study was probably relevant in post-
war Britain, but is not any longer (Bennett, 2000: 23). The focus on class present in the 
CCCS's work was a good starting point to decrypt youth cultural practices in a period in  
which new and increased financial possibilities for working-class youth had changed their 
habits and their consumer power, giving them a chance to 'buy-in' on middle-class symbols 
and to invest their money in leisure time and objects (Bennett & Kahn-Harris, 2004: 7).  
However:
“[...] it could be rather argued that post-war consumerism offered young people the opportunity to  
break away from their traditional class-based identities, the increased spending power of the young fa-
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cilitating and encouraging experimentation with new, self-constructed identities." (ibid.: 7)
This focus on post-war white, male, working-class Britain also hinders the CCCS from 
taking  into  account  issues such as  different  geographies  or  different  consumer  power 
(ibid.: 9). Martin (2004: 30) points out how the CCCS work inherited the same problems of 
previous sociology, which, for instance, views subculture as the expression of a clearly 
defined group with shared norms and beliefs. The CCCS is in fact incapable of analysing  
situations in which the subculture has been embraced only partially (Murdock & McCorn in 
Martin, 2004: 31): this is because that, despite  “[…] indications that subcultures were in  
fact fluid, porous, amorphous and transitory, there has been a tendency to treat them as  
identifiable, more-or-less coherent social groups." (Martin, 2004: 31).
Another important flow of CCCS theory is the lack of relevance given to media impact 
in the creation of subcultures and subcultural identities (Bennett & Kahn-Harris, 2004: 10). 
Willis (in Martin, 2004: 32) points out that it is through symbolic representation that belong-
ing and group-feeling are constituted. Thornton (in Bennett & Kahn-Harris, 2004: 10) ex-
plains how the media plays an important role from the start in the formation and develop-
ment of subcultures. The way in which media describe a subculture is assimilated and re-
worked by members of that same subculture, who develop symbols, styles and myths. In-
stead, the CCCS seems to think of subcultures as an objective and static concept, rather 
than a state of mind (Bennett & Kahn-Harris, 2004: 10).
This brief critique of traditional subcultural theory and of the ideas that derived from its 
critics, shows how the existing concepts fail to take into account both shifting and self-cre-
ated identities and structural and material problems that cannot be ignored, especially in  
cases linked to poverty or geography. While Bennett & Kahn-Harris (2004: 15) point out 
how the term 'subculture' resists as a concept because it offers a solid point of departure, it  
is on account of these critiques that the CCCS approach alone does not seem to offer an  
out-of-the-box theoretical framework that can help us in carrying out our research.
3.2.3 Conclusions on Subcultural Studies
As the outlined critique on CCCS already shows, its approach towards subcultures is 
not uncontested. For our particular object of study, we were soon able to identify several  
points that made the CCCS approach, as well as some of the alternative terms outlined, 
seem problematic.
It's our impression that treating Taqwacore with a theoretical framework that determ-
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ines a group as a cultural outlet of its members' class identity is problematic. Taqwacore is 
spatially diffused in that its members come from different cities (and countries), and noth-
ing in our empirical material seemed to suggest that all the members do have a similar so-
cio-economic background. For instance, one member comes from an economically well-off 
immigrant family from Pakistan, while another originally comes from a poor family with an 
Irish-Catholic background. Both class and national backgrounds appeared to be fairly di-
verse.
Another issue pertains the conceptualisations of agency and its implication for the con-
ceptualisation of identity. While we do not want to argue against the fact that people are 
born into given sets of meanings and institutional settings (that is to say that one's back-
ground matters for the choices one makes), the formation of Taqwacore seemed to be 
based on rather deliberate, individual choices of the persons involved. In this light, both the 
assumptions of  the CCCS and the more elastic  and fluid  concepts that  group people 
around music or other consumer choices did not seem appropriate. Group dynamics and 
individual choices seemed to both play a role in ways that the offered frameworks were not  
able to fully grasp.
3.3 Cultural Identity in Stuart Hall
 That this issue has not only been our own concern, is reflected in the development  
that the viewpoints of Stuart Hall have taken since the early days of the CCCS, of which he 
was as one of the founding fathers. Whereas his studies focused on subculture and culture 
in the early days, the later works conceptualised culture in a more fluid way in terms of cul-
tural identity formation. In his previous works the concept of identity was not used but can 
be  traced  back  in  a  stale  concept  of  group  cultures  based  on  socio-economic  back-
grounds.  Instead,  his  later  works  paint  a  different  picture.  In  'Cultural  Identity  and 
Diaspora', Hall (1990) introduces cultural identity, of which he thinks as a 'production' that  
is  never  complete.  We are  constantly  positioning  us,  and  this  positioning  takes place 
through representations. Thus a representation is not simply the external mirror of an iden-
tity, but it is the act of constituting a self, an identity. 
Hall discusses two different versions of cultural identity: the first one is the common 
historical and ancestry origin of a group of people, a folk, or in his case the Caribbeans,  
that they strive to find. It is a perceived collective true self that is hiding in the experiences 
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of dispersal and divisions. Although people seem different in their every-day lives, come 
and move to different localities or have had different life stories and experiences, they use 
the same 'cultural code', share a history and feel this 'oneness' that provides them with 
“stable, unchanging and continuous frames of reference and meaning”. (Hall, 1990: 222-
225).
The second possibility of cultural identity adds the future to the past. Identity is not only 
in being but is also becoming, it includes not only similarity but also difference. In this 
sense, narratives of the past position us as much as we position ourselves within them. 
Hall refers again to the experiences of colonisation and uses Foucault's concept of power 
and knowledge: it is the West that constructed the knowledge of the 'other' and had the 
power to make the 'other' recognise itself as 'the other' (Foucault in Hall, 1990: 226).
This has the implication that identity is not one's inner self, which stays there and has 
been inside us from the beginning.  It  gives an ever  changing form to cultural  identity, 
something that is constantly reinvented and negotiated (Hall, 1990: 226). It is not proceed-
ing on a fixed line from an origin to ourselves in the now. However, Hall points out that al -
though the identity's relation is constructed, it is not unreal in itself, since it is historical and 
has material and symbolic effects that can be perceived. Hall sees identity as points of po-
sitioning within the discourse of history and culture (ibid.: 225–227).
Hall finally points to Benedict Anderson and his way of distinguishing communities. Not 
the falsity or genuineness matters but the style in which communities are imagined (Ander-
son in Hall, 1990: 237). Hall quotes Fanon when he defines national culture as “[…] the 
whole body of efforts made by a people in the sphere of thought to describe, justify and  
praise the action through which that people has created itself and keeps itself in existence” 
(Fanon in Hall, 1990: 237).
Hall's understanding of cultural identity as a fluid and ongoing process of formation 
adds another aspect to our conceptualisation of culture and helps in overcoming the limits 
of the earlier presented approaches. Hall's idea of cultural identity allows for the notion of 
identities to be partly self-constructed, as individuals can position themselves in specific in-
stances, and for the possibility of different cultural backgrounds being represented in one 
identity in non pre-defined ways. Thinking of cultural identity in this way will be helpful in 
accounting for agency and structure and in overcoming the limitation of culture to notions 
of nation, place and locality.
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3.4 Culture: An attempt for a contemporary definition
A seemingly even more complicated issue is the conceptualisation of the term 'culture' 
itself and how to define cultural space based on it. As Taqwacore appeared to contain ele-
ments of a broad number of cultural influences and political issues connecting it to places 
all  over the world, the CCCS approach which was rigidly based on a national working-
class culture seemed inappropriate. The scholars who criticised the CCCS seem to partly 
agree on some points, yet they are unable to offer a fitting alternative. Even though some 
of them have offered more fluid concepts, it still seems impossible to grasp and somehow 
categorise the diverse mix of differing elements that were visible at a first glance, without  
putting them into out-dated conceptual boxes.
In order to deal with this problem, we turned towards the work of Ulf Hannerz (1996) 
and his discussion of contemporary developments within anthropological scholarship, with 
its attempts to deal with the term of culture in a world that is increasingly interconnected.
3.4.1 Conceptualising culture through anthropology
Hannerz points out that in the past there have been congruent tendencies in both an-
thropology and  sociology to  deal  with  cultural  and  social  formations  treating  them as 
autonomous universes that are homogeneous and rigidly defined by established sets of 
meanings and practices. The carrier of 'a culture' is 'a people', an idea that implicitly identi -
fies cultures with modern states. In Hannerz's words, there is a:  “[…] historical affinity  
between mainstream cultural  thought, in anthropology and elsewhere, and those ideas  
about nationhood which emerged in Europe mostly in the nineteenth century” (ibid.: 20).
Hannerz argues that this position is not appropriate for a contemporary understanding 
of culture, cultural identity and agency. In his view, increased worldwide migration and the 
immense increase in personal interconnectedness through mass communication devices 
like the internet, have led to an increased level of individualisation (ibid.: 39). This means 
that sets of meanings and meaningful practices do not stay within defined groups or territ -
ories, but travel with the individuals that move from one place to the other as well  as 
through their (the sets of meanings) representations in the media.
Congruent with Hall's concept of a fluid identity that allows for individual positioning in  
relation to structures and situations, Hannerz claims that people have individual habitats of  
meaning. Drawing on the work of Zygmunt Baumann (Baumann in Hannerz, 1996: 22) he 
defines these habitats as the individual frameworks of experiences (thus including both 
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personal background and what the agent has achieved through personal experience) in 
which the agency of an individual operates. In this way, individual agents become carriers 
of individualised versions of culture, as they develop fairly idiosyncratic habitats of mean-
ing.
As for Hannerz's definition of the term culture, he simply defines it as the aforemen-
tioned sets of meanings and meaningful practices, a definition we have chosen to employ 
as well. By keeping his definition so broad and open, Hannerz opens up for a conceptual-
isation of culture as a worldwide “pool of culture” (1996: 49) from which people assemble 
their particular repertoire. This is not to say that one's culture is freely chosen, but rather to  
open up for the possibility of new cultural forms that emerge through the mingling of older  
sets of meanings and practices. Of course, the way an individual deals with the experience 
of sets of meanings and meaningful practices different from his or her own, depends on 
the cognitive possibilities one's personal habitat of meaning has been able to offer so far.  
So both the personal history and the social background of an agent determine the frame-
work for individual agency (ibid.: 42).
This definition of culture as a global pool of available sets of meanings and meaningful 
practices (of course with vast variation in what is available to whom at what point in time)  
seems useful for analysing a phenomenon like Taqwacore and its diffuse mix of influences, 
as it seems to be a phenomenon that clearly could not be reduced to being representative 
of one particular culture.
Intriguingly, Hannerz's work was also able to deliver a foundation for a definition of cul-
tural space as well as the role of the media in creating it, which seemed able to cope with  
Taqwacore without employing too many defining presumptions.
In fact, drawing on Benedict Anderson's book 'Imagined Communities', Hannerz ar-
gues that the formation of such 'imagined Communities' (by which Anderson means na-
tion-states) can be seen as an exemplification of the interplay between technology, social 
organisation and particular meaningful forms, as the rise of nationalism was closely con-
nected to the emergence of new communication technologies like the increasing fabrica-
tion of books. For our purposes, we want to follow Hannerz's (1996: 20) argumentation 
that imagined communities can denote other groups than a people within a specific territ -
ory. As he points out, today many scholars use the term for groups that understand them-
selves as a particular social, cultural or political group, linking them to other people who 
they do not necessarily know much about but are defined as 'alike one-self' based on the 
(possibly imagined) sharing of certain features.
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That is to say, that the possibility of communicating with others that are far away and 
are not known on a face-to-face level makes it possible for people to recognise that there 
are people much like oneself outside one's own physical proximity. In this way, individuals 
can form new imagined communities (for example a group-feeling amongst fans of a par-
ticular new pop-star) or reinforce and strengthen - but also transform - already existing 
ones, based on their individual 'habitats of meaning'. (An obvious example would be the 
worldwide Muslim community, which, in spite of its vast diversity within, contains the idea 
of a world-wide, unified “Ummah”).
Thus, the formation and maintaining of an imagined community is not necessarily de-
termined by the participants of a national culture.
Of course, formation and maintaining of an imagined community, that is to say the cre-
ation of a group identity that is based on the recognition of similarities with others far away 
needs to be carried out somehow. One's identity has to be perceivable in order to be no-
ticed by others, if  recognition of similarities is to take place. Thus, the positioning Hall  
speaks of  has to take place through some kind of representation that can be grasped by 
others. It is based on this argumentation that we want to define 'cultural space'.
3.4.2 From culture to cultural space
In getting from this picture of a diversified cultural landscape, containing multiple and 
fluid identity positioning, to a useful concept of 'cultural space', we found useful arguments 
brought forward by Laclau & Mouffe.
For Laclau & Mouffe, 'society' is our attempt to create an unambiguous social world. In 
relation to this, people don’t have an objective (class-)identity. Instead individual and group 
identities are the result of ongoing discursive struggles (Jørgensen & Phillips, 1999: 56).
A group identity is formed the same way as an individual identity. Obviously it is easy 
to go from identifying yourself as a 'man' to identifying yourself with the group of 'men'.  
People are constituted as a group by emphasising certain possibilities of identity and ex-
cluding others. Like any other discourse, group formation works by excluding alternative 
representations. The 'other’, whom one identify oneself as being different from, is kept out 
and the internal differences in the group are ignored along with their possible other ways of 
identification (Jørgensen & Phillips, 1999: 57).
According to discourse theory, groups do not exist until they are articulated or repres-
ented: they are constituted in the moment someone speaks to, about or on behalf of the 
group (Jørgensen & Phillips, 1999: 36).
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Getting back to Hannerz, the way these communities communicate amongst them-
selves and to the rest of the world goes increasingly beyond words: “The global ecumene 
is, for one thing, a place of music video and of simultaneous news images everywhere”  
(Hannerz, 1996: 21). Hannerz argues, that this offers “a habitat of diffuse offers and free  
choices”, meaning that for the single individual, there are “too many communities to ima-
gine, too much meaning to be managed” (ibid.: 23).
In this way, public attention becomes a scarce commodity. That is, in case individuals 
want the representations of their identity that they see as reflecting their contemporary po-
sitioning properly to be noticed by others. Hannerz here points out that most students of 
contemporary culture identify the media as a crucial vehicle of culture production and cul -
ture distribution (ibid.: 28).
Bringing together Laclau & Mouffe's notion of how group identity is formed and Han-
nerz's idea of a world that increasingly communicates cultural representations through the 
media, we want to define cultural space as simply the achievement of public attention for  
one's positioning in the public arena. That is to say, the first step for a group that is not sat-
isfied by the way other, more dominant groups view and portray them, is to be able to  
make them heard in one way or the other, thus making it possible for others to notice their 
existence and its own representation of its identity, or, to use Hall’s terminology, its posi-
tioning.
Furthermore, we want to highlight that one possible way of gaining this attention is to 
create  a  representation  of  one's  identity  through  artistic  means,  to  position  oneself 
throughout musical, literate or other self-created representations. This is what we define as 
'creative responses': the active creation of a representation of oneself in order to articulate 
one's own version of his or her current positioning through artistic means.
3.4.3 Summing up
So far we have conceptualised 'identity formation' as an ongoing process that allows 
for identities to change through the experiences the individuals go through and that em-
ploys individual agency through positioning. This goes for individual identities as well as for 
group identities.
Congruent with this, we have defined culture in its broadest sense, as sets of mean-
ings and meaningful practices, in this way allowing for an open and universal conceptu-
alisation of culture that contains anything that is employed in the construction of human so-
cieties. 
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Furthermore, we have defined cultural identity as a fluid concept that does not neces-
sarily divide people into rigidly defined, homogeneous communities, but that allows for dif-
ferent sets of meanings and meaningful practices to mingle into new forms. Culture is here 
seen as the sum of all cultures from which people assemble their particular repertoire, ac-
cording to the possibilities of their particular background in combination with what they are 
exposed to. 
Finally,  we have argued that through increasing global interconnectedness and the 
formation of new identities, the possibilities and likeliness for the formation of new groups 
increase. These groups can come into existence as groups when they are articulated or 
represented, for example in the media.
Now, after having turned the world from a place that consists of easily manageable, 
defined categories into a mess of complicated, fluid processes, remains the question of 
how to actually study anything in such a world3. For this, we will continue to draw on the 
work of Laclau & Mouffe and their concept of discursive group formation, as well as on the 
thoughts of Bruno Latour on contemporary sociology, to develop a feasible and appropri -
ate methodology. 
This second part of our theoretical discussion will start with presenting Bruno Latour's 
work in order to be able to clarify how the world of cultural space and imagined communit-
ies that we have described above can be approached through some basic assumptions 
that we found to be congruent with how we look at culture, identity and the interaction 
between imagined communities. 
3.5 Groups, flows & objects
Bruno Latour might be best known for his involvement in the creation of actor-network 
theory, or ANT. For the development of our methodological approach we will draw on some 
of the fundamental thoughts that have facilitated the intellectual architecture of this ap-
proach. Latour's book “Reassembling the Social” (2005) outlines a way of doing sociolo-
gical studies without too much of a predefining theoretical framework on the one hand, 
while on the other hand maintaining the basic findings that sociology has provided. 
Latour tries to do so by stating that a researcher should be drawing on some of the 
controversies within the field of sociology, turning them into five principles that allow for a 
3 For a comparable approach towards religion see Vasquez (2008).
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more open, abstract theoretical picture of the contemporary social world (Latour, 2005).
In the following, we will try to outline these five principles in order to use them as a 
base for our methodology and operationalisation. The controversies Latour is discussing 
will be stated as questions and then answered with a short summary of what Latour con-
cludes from discussing them in his book. In this way, we will be able to lay out some theor-
etic fundamentals on how we think our object of study can be approached and furthermore 
be able to develop an appropriate methodology.
3.5.1 How do social groups come about?
Latour (quite similarly to Laclau & Mouffe) strongly argues for a performative instead of 
an ostensative definition of groups. That is to say that the researcher is not supposed to  
pre-define groups by assigning particular, shared features to their members but has to look 
at the way the group emerges through the actions of the actors involved. Looking at the 
formation of a group means looking at the way actors within the group articulate them-
selves and the way others describe them. This should thus be possible by looking at texts 
(interviews, articles, any description or mention of the group that can be found) showing 
how the group defines itself and how others look at it. In this way, the researcher is able to 
let his actors map out their social context themselves without predefining it through a the-
oretical framework (ibid.: 27-42). We will include this notion in our analysis by using texts  
of the kinds just listed above that speak about Taqwacore, thus tracing its social context.
3.5.2 What are the sources for action?
What agents choose to do will have to be looked at as something that has its source 
outside of the actor itself. Congruent with Hannerz's 'habitats of meaning', actors do have 
individual agency, but the sources of what they know and think and thus determine their  
choices of action, is to be found in what they have experienced throughout their lifetime. 
Hence, social background maintains its importance, while room is given to individual mo-
tivations and patterns of action. Latour states that 'social ties' (that is: experiences that 
have a lasting effect on the actor) are what make people develop as individuals. Thus, the 
job of a sociologist is not to enable people to be 'liberated' from their social ties, but to be-
come aware of them in order to better understand social dynamics. It is therefore important 
to identify and describe as many relevant ties as possible, instead of focusing on a restric -
ted amount that was predefined by a given theoretical framework.
Latour urges us to think about these sources of action as being passed from one 
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agent to another. In this way, ideas or patterns of behaving are going through society as  
flows through the direct and indirect relationships between actors (ibid.: 43-62). This idea 
points  back to Hannerz's  idea of 'habitats of  meaning'  working as networks  (Hannerz, 
1996: 48). In ANT the actors that pass on such a 'source of agency' to the next actor are to 
be defined either as mediators or intermediaries. 
Intermediaries are entities that convey such a flow, be it an idea, a particular percep-
tion or a pattern of behaving, without changing the content. They are thus mere transport-
ers of flows which do not add anything to it.
 Mediators also transport or convey flows, but they 'distort the message' in the pro-
cess. That is to say, that in the case of a human agent that conveys a flow, his or her indi-
vidual 'habitat of meaning' will assimilate the content, but also change it in a way or anoth-
er, as the individual interpretation of the received message will play a role. Hence, in the  
case of mediators, input does not fully equal output in the transporting of the flow (ibid. 
2005: 40).
In our study, the notion of flows and their passing through different mediators is espe-
cially important, as it offers a possibility to think about the various influences coming from 
the outside to the actors studied as 'flows'.
3.5.3 Should objects be assigned agency?
ANT clearly assigns agency to objects. Whatever can be traced as the source of an 
action carried out by an agent will have to be considered an actor itself. The relevance of  
objects is, according to Latour, given by the fact that human face-to-face interactions only 
account for one part of the associations that in the end constitute what we call 'society'. 
ANT treats items as stabilised manifestations of social interactions. Objects can thus 
stabilise temporary  social  constellations  that,  without  a  material  manifestation,  would 
quickly vanish. Examples could be hierarchies of dominance manifested in symbols of 
power, like in a king's crown or in the way military uniforms get designed to depict  different 
ranks. Obviously, most objects do play a long-established role within society and are thus 
not terribly interesting for the researcher. There is not much knowledge in stating that a 
hammer 'hammers' nails or that a church 'gathers' believers. Since ANT is mainly inter-
ested in the emergence of new social constellations, a new object that would appear on 
the 'table of society', whether newly created or just hitherto inaccessible to the actors, can 
make actors act in new ways. Thus, its agency can be crucial in the facilitation of a new 
association. When the agency of an object does or does not matter will simply have to be 
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determined by whether it makes a difference for the network under investigation.
 Probably it should be mentioned by now that ANT is mainly concerned with innovative 
processes and that it is not looking at networks in the traditional sense. The network in the  
Actor-Network is more the ‘composition’ of influences that leads to a certain outcome: so-
cial ties between heterogeneous entities, like humans and non-humans, will only be mo-
mentary (ibid.: 63-86).
3.5.4 What is an objective fact?
Latour defines ANT as constructivist. He does believe in an objective reality that can 
be accessed through good (that is: well-done) science, but, of course, actors' ontological 
definitions may vary consistently. ANT simply wishes to treat this problem through relativ-
ism.
This means that ‘facts’ in ANT do exist, but it is not the job of the researcher to define 
them as right or wrong, as facts exist in many different ‘stages of construction’ and de-
grees of knowledge about them. Again, the researcher should leave the definitions to the 
actors. In case that different definitions of some matter become important in the context of 
the study, the researcher should treat the debated issue as a ‘matter of concern’ and not  
as a ‘matter of fact’. In this way the researcher can employ the differing subjective world  
views as different ‘frames of reference’ without having to decide who is right on wrong.  
This is supposed to enhance the level of objectivity (ibid.: 87 – 120).
For our study, this relativism will only matter insofar as we, as researchers, will not  
contest whether a perception of a group or a causal relation is right or wrong. This is ne -
cessary especially as our actors have very differing backgrounds and standings and thus 
broadly varying ‘frames of reference’.
3.5.5 What is a good text?
What Latour considers a good text is simple: an ANT text should not be boring, but an 
interesting narrative of a new, hitherto unseen, association of actors that came together in  
some sort of process (ibid.: 121-140). We have chosen to partly follow this proposal by 
building up our description of Taqwacore as a chronological narrative as well as by putting 
the theories from which we have drawn our conceptualisations in this chapter in an order 
that roughly reflects the chronological order of discussions that we have had on theory as 
a group.
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After having outlined Latour’s view on how new associations of entities within society 
are being established, in the following sections we will link Latour’s conceptualisations with 
what we have derived from the sections on culture. Furthermore, we will establish a con-
nection  to  discourse analysis  as  a  theory of  how the  emergence of  -  and interaction 
between - imagined communities can be studied.
3.5.6 How to deal with the global/local distinction?
As put forward by Hannerz (1996: 25 ff) and several other scholars such as Sassen 
(1996: 205-222) or Massey (2007: 163-217), the local and the global are not clearly distin-
guishable concepts. The global will be produced by the total sum of the local places which 
are relationally connected through what is often very vaguely defined and being termed as 
the 'global'.
Latour proposes that this problem should be accounted for by treating local and global 
phenomena through a concept that puts them together on one level ( 'glocality' in Latour's 
own terms). Instead of focusing on 'space', the researcher should concentrate on traceable 
connections between actors. In order to account for the differences in size (Islam is obvi -
ously somehow 'bigger' than, say, Taqwacore), Latour proposes the use of the concept of 
site.
Sites can vary immensely in size, number of actors, spatial distribution or their signific-
ance to other sites. What defines them as a concept is that they are somehow traceable 
associations of actors, in other words, an actor-network. In this way a site can be a reli -
gion, a sect that is an offspring from that religion, a place where certain activities take 
place, a city or a political discourse. In the end, a site is only defined by that it exists as a 
constellation of actors who can be identified as a relevant social entity (Latour, 2005: 173-
247). 
For our purposes, we have chosen to re-model the term ‘site’, narrowing it down and 
connecting it to our earlier discussion of cultural space. This will be done in the next para-
graph.
 
3.5.7 Imagined communities as sites
The global/local problem is relevant for us as the different influences at play are ex-
tremely diverse. Not only are they even more spatially diffused then Taqwacore itself, but 
they are also problematic to conceptualise due to their extreme diversity within. That is to 
say, already the most obvious influences - punk and Islam - are terms that cover a wide ar-
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ray of different meanings and practices. Islam is different in different parts of the world, as 
it contains a lot of differing traditions and interpretations everywhere. In the United States 
alone the difference between different groups of Muslims is extremely vast (see for ex-
ample the study on American Muslim youth by Sirin & Fine, 2007). The same goes for 
punk. Having turned into a cultural phenomenon that is to be found almost everywhere on 
the planet, punk also contains a vast number of different interpretations and lived practices 
(see for example Dunn, 2008).
In order to be able to conceptually grasp such diverse phenomena, we want to go 
back to the idea of ‘imagined communities’. The term was originally introduced by Benedict  
Anderson to describe nation-states, and was thus meant to carry a spatial component in 
that the community that was being imagined was congruent with a certain territory  (see 
paragraph 3.4.1). However, we want to use the term as defining social, political, or cultural 
groups that think of themselves, or are described, as a group sharing certain sets of mean-
ings and practices, even though the members of said groups can have different ideas of  
what belonging to the group means. Therefore, ‘imagined communities’, as we see them, 
are spatially diffused and most of their members will often not know each other on a face-
to-face level. This does not exclude the possibility of an imagined community coinciding 
with a nation state, but it does not limit it to that either.
Similar to Latour's sites, ‘imagined communities’ can thus contain many differing, het-
erogeneous entities, and a community like Islam or Punk can be treated as a site in the 
conceptual framework of ANT. For our study, we wish to limit ourselves to such ‘imagined 
communities’ as the sites we want to connect our site of study (the imagined community of 
Taqwacore) to.
It is necessary to clarify how and why we want to use the concept of 'imagined com-
munities' in conceptualising the sites that are connected to Taqwacore.
Numerous kinds of social interactions and relations, practices, beliefs but also differ-
ences and conflicts are to be found within groups that carry a single name, e.g. Islam.  
Political, social or cultural groups are often viewed from the outside as homogeneous, co-
herent groups with shared sets of norms and values. However we assume that usually this 
view can be easily confuted, in accordance with the conceptual angles on culture and 
identity outlined earlier in this chapter.
This gap between the perceptions held about a group (be it by themselves or by out -
siders) and the actual, traceable associations established within and around a group, is 
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what makes them truly ‘imagined’ communities.
Thinking of the sites we want to connect to Taqwacore as ‘imagined communities’ is 
important for our conceptual framework for two reasons. First, it limits the sites we will con-
nect to Taqwacore to social, political or cultural groups that have a somehow traceable 
connection to it, thereby narrowing down the ‘multi-concept’ of Latour's sites. Second, and 
perhaps even more important, it allows us to account for the differences within communit-
ies that are connected to Taqwacore in more than one way and have influenced it in differ -
ent ways. That is to say, different mediators between an ‘imagined community’ of import-
ance and Taqwacore can bring in completely different perceptions, and thus versions, of  
the same community. Thus, different mediators between Taqwacore and one particular site 
of interest can show very different perceptions and definitions of that same site. In the 
case of Islam, for example, different interpretations of it might be passed on to an actor 
through different mediators and thus provide the actor with perceptions of the same ima-
gined community that do not even go together very well. 
Furthermore, analysing the reactions that the emergence of Taqwacore has triggered 
within the ‘cultural space’ of the sites connected to it ('cultural space' being the attention in 
the public arena), allows us to trace the 'flows' that Taqwacore feeds back into its social  
context. In this way, we have opened for a possibility of mapping out and analysing the 
gaining or not gaining of cultural space the actors within Taqwacore have achieved, includ-
ing its the qualitative value.
3.6 Discourse theory
In order to lead us to an answer to our research question, we want to look at the reac-
tions that  Taqwacore has triggered within its  social  context.  Again,  we want  to turn to 
Laclau & Mouffe's discourse theory as put forward by Marianne Winther Jørgensen and 
Louise Phillips (1999). We found the practice of discourse analysis particularly useful be-
cause it allows not only for the mere description of the cultural space Taqwacore might 
have gained, but also allows us to comment on the quality of this social space. When we 
speak about quality of social space, we mean the degree to which others’ perception of 
our  actors'  identities actually reflects  the  actors’ self-perceptions.  We assume that  the 
higher the degree of similarity between what the actors within Taqwacore are claiming to 
represent and what others perceive of them, the higher are the quality of the cultural space 
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gained.
3.6.1 Tracing cultural space
Laclau & Mouffe’s theoretical framework consists of a highly complex puzzle of theor-
etic definitions. We are mainly interested in its capacity of explaining processes of group- 
and individual  identity formation. Through our paper our main reference regarding  dis-
course theory will be Jørgensen & Phillips’ methodological application of Laclau & Mouffe’s 
“Hegemony & Socialist Strategy”, later works of Laclau and Mouffe as well as criticism of 
their work. We will only briefly summarise the overall framework and elaborate further on 
its notions of identity formation. 
Laclau & Mouffe define discourse as the establishing of meaning within a certain realm 
(Laclau & Mouffe in Jørgensen & Phillips, 1999: 13) and their discourse theory is placed 
within the broader theoretical framework of social constructivism. They share the basic 
premises of social constructivism that Vivian Burrs summons up  (Burrs in Jørgensen & 
Phillips, 1999: 13 ff): knowledge about the world is not a reflection of it. Instead our know-
ledge is shaped by the way we categorise the world and this categorisation is shaped by 
our historical and cultural context. Discursive action is a particular form of social act that is  
partaking in shaping the social world (including knowledge, identity and social relations). In  
this way, knowledge is created and maintained in a battle of social interaction, where what 
is seen as true, false or nonsensical gets determined. Different social world views consti-
tute different social acts. Thus the way knowledge is shaped makes it the carrier of particu-
lar social consequences (Jørgensen & Phillips, 1999: 36).
In the structuralist linguistic tradition all symbols in language can be compared to the 
knots in a fishnet – their relation and difference to each other  define their meaning. For 
post-structuralists such as Laclau & Mouffe this metaphor is still valid, but they emphasise 
that the constant use of these signs continuously retie the knots in new positions and new 
relations; through conflict, conventions and negotiations in the social sphere (in our case 
the public arena of media representation), structures of meaning get established and chal-
lenged. People try to fix the structures of meaning in stable relations, but it  is  an im-
possible project as all meaning is contingent. It is the purpose of the discourse analysis to 
map out the processes in which we struggle about the structuring of meaning (ibid.: 35).
3.6.2 Identity conflict and identity formation
Jørgensen & Phillips outline an extensive body of concepts which Laclau & Mouffe 
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have defined in their theory of discourse analysis. Below we will highlight the part of their  
terminology that we find useful for our discourse analysis of the Taqwacore group identity 
formation.
According to Laclau & Mouffe the identity of the subject gets established when it is ar-
ticulated. Jørgensen & Phillips exemplify the process with a child saying “mother”. If the 
mother  reacts  she  is  articulated  or  interpellated  as  a  mother.  Individuals  can  always 
choose among several identities that are available within the discourses at play. Every 
identity is met with distinct expectations of how to act (Jørgensen & Phillips, 1999: 54).
The subject in Laclau & Mouffe’s understanding cannot sovereignly decide what iden-
tity to acquire, but must choose its identity among the available discourses. The identity of 
the subject is always fragmented and it is constantly positioned by several discourses as 
for example 'Christian', 'man', 'Dane'. Most of the time the competing identities do not pose 
a problem to the subject (because of hegemonic processes), but when the expectations to 
the acts of the subject proves mutually exclusive identity-conflicts arise and the subject is  
overdetermined (Jørgensen & Phillips, 1999: 52). Identity in discourse theory equals identi-
fying yourself with something, here something is the subject positions made available by 
the discourses. As mentioned above, a group identity is formed the same way as individual 
identity. People are constituted as a group by emphasising certain possibilities of identity 
and excluding others. Like any other discursive formation, group formation works by ex-
cluding alternative representations. The 'other', with whom one identifies him or herself by 
being different from, is kept out and the internal differences in the group are ignored along 
with their possible other ways of identification (ibid.: 56).
Another key element in discursive group formation is Laclau & Mouffe’s notion of rep-
resentation. As one cannot grasp all information about a group in all nuances, a group is  
always represented by one or more individuals. Who gets to be perceived as representat-
ive of a group, and the qualities that are perceived as representative of the group, are a 
result of the same discursive struggles that constituted the group (Jørgensen & Phillips, 
1999: 57-58).
 
3.6.3 The discourse analysis
A discourse is established in  the crystallising of meaning around certain privileged 
signs. In relation to group formation these are termed master-signifiers. A master signifier 
may be 'man'. Here different discourses have different explanations of what a man is, what 
he is not and how he is expected to act. In this way 'man' is being impregnated with mean-
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ing by being put in relation to other master-signifiers. Identifying how these relations are 
being constructed is what  Laclau & Mouffe call  determining the chains of equivalence 
(ibid.:  54).  When dealing  with  the  discursive  struggle  of  establishing  a  group  identity,  
Laclau & Mouffe refer to the term antagonism. Antagonism can be experienced as various 
social acts – linguistic and non-linguistic – that compete within the same domain and con-
stitute differing social ways of organisations with particular social consequences. Some 
discourses might get so firmly established, that it is forgotten that they are the result of 
earlier struggles. In this situation certain ways of social organisation or certain knowledge 
of the group or the surrounding world gets to be seen as objective. This submission of oth -
er possible discourses is what Laclau & Mouffe call the hegemonic intervention. Hege-
mony itself is thus similar to a discourse in the respect that it ascribes certain meaning to 
certain signs. But hegemony differs from other discourses as it is creating this closure cut 
across several competing discourses (ibid.: 60). As an example the notion that people 
carry a national identity has become hegemonic to practically all identity-discourses.
A discourse is established in totality when all signs are established in relation to each 
other – this is done by excluding other possible ways in which the moments might be re-
lated to each other. The possibilities that are excluded are called the field of discursivity.  
However, Jørgensen & Phillips introduce the concept of discursive order to describe the 
discourses that are actually or potentially competing in a terrain (ibid.: 69). What will be the 
particular interest of our discourse analysis will, as mentioned earlier, be the discursive 
struggle around the meaning of  Taqwacore and its  relation to  its  social  context  – this 
struggle between the self-positioning the group has carried out and the way their social 
context positions them. We have thus chosen to map out what has influenced the facilita-
tion and emergence of Taqwacore, mapping out its social context as a first step. After this 
is done, we want to analyse how the people involved in Taqwacore construct their identity 
around their perception of the concept Taqwacore. We find useful Jørgensen & Phillips’  
methodological application of Laclau & Mouffe, as its notions of antagonism and hege-
mony offer great explanatory possibilities in describing the struggles that give meaning to 
the everyday lives of individuals involved in Taqwacore. An explanation of how in practice 
we want to carry out these steps will be given in chapter 5, that focuses on operationalisa-
tion.
29
4. Methodology
In order to move forward and to apply the theoretical framework presented in chapter 
3 to our case study, several delimitations need to be established, as well as a methodolo-
gical approach needs to be presented.
In this chapter,  we will  highlight the methodological implications of our two-fold re-
search design in which we will use ANT by Latour and discourse analysis by Laclau & 
Mouffe and Jørgensen & Phillips. We will present the division of our analysis in two parts 
and explain how the theories will be applied. We will also present delimitations such as the 
actors that will be considered (and with which criteria they have been chosen), the time 
frame selected and the materials that will be used in the analysis.
4.1 A single case-study
The research will be carried out with a single case study – the Taqwacore phenomen-
on – rather than through a comparative study of two or more groups that might harbour  
similar characteristics. Other musical or in general artistic phenomena could have been 
suitable to answer our research question. However, the decision was taken to perform this 
research as a single case-study analysis. Although often criticised as a social sciences re-
search method (see Flyvbjerg, 2004: 420), a single case study methodology would allow 
us to “[...] 'close in' on real-life situations and test views directly in relation to phenomena  
as they unfold in practice.” (ibid.: 428). Flyvbjerg also notes how it has more value for a so-
cial scientist to clarify the root causes that constitute or trigger a phenomenon, rather than 
understanding whether or not the same issues could be identified elsewhere or how often 
they occur (ibid.: 425). Taqwacore, for its diversity and for the many different identities that  
are to be taken into consideration while analysing it, will be “[one of those] atypical or ex-
treme cases [that] often reveal more information because they activate more actors and  
more basic mechanisms in the situation studied.” (ibid.: 425).
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4.2 Time frame
In this project we will operate within the time frame constituted by the first self-publica-
tion of 'The Taqwacores' in the year 2003 as a starting point, leading up to present date (at  
time of writing: December 2010).
The choice of this seven-year time frame will be helpful on two levels. First ly, it will fa-
cilitate in further delimiting our area of research by focusing on events that happened after 
the publication of the book. Ideas and behaviours that might have existed before the pub-
lication of the book could in some cases be traced back to the same issues embedded in 
the Taqwacore phenomenon, but cannot be strictly identified as Taqwacore. The origin of 
the term 'Taqwacore', coined by Knight with the first appearance of the book, has helped in 
self-categorising people, bands, ideas and behaviours as 'Taqwacore', and will therefore 
provide a useful starting point for our analysis.
Secondly, the choice of this time frame will also be helpful in the creation of a narrative 
of the Taqwacore phenomenon. It will be through a chronological approach that we will be 
able to account both for the original ideas and for the present positioning of the Taqwacore 
group4, without loosing sight of the developments that might have occurred from the first 
appearance of the book until now. Furthermore, the chronological approach will simplify 
the structure of our analysis.
One exception to the application of such a time frame will be in the analysis of the 
Taqwacore group which will focus on the actors one at a time. Events that have occurred 
outside this time frame and are mentioned in relation to our actors will be addressed inso-
far as they might highlight relevant connections with the Taqwacore phenomenon. It is for 
this reason that we will build a narrative of the individual actors, which may exceed the 
time frame. However, when examining the phenomenon itself, we will not take into consid-
eration what might have happened before the publication of the book.
4.3 Choice of actors
With Taqwacore being a vast and geographically dispersed phenomenon, in which 
participants often have different agendas and different levels of involvement, it is helpful to 
set a clear delimitation to the actors that will be analysed while attempting to answer our  
4 For simplicity's sake, from this page onwards we will refer throughout the project to the pool of Taqwacore 
actors that have chosen (in accordance to 4.1.3) as to the 'Taqwacore group'.
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research question.
By delimiting the focus of our study we do not intend to try and delimit Taqwacore it-
self. The variety and diversity of the 'members' of this group are vast and any attempt to 
choose a pool of people that could be considered representative will inevitably exclude 
some of its nuances. Individual backgrounds are, for instance, to be considered important  
in the shaping of the Taqwacore phenomenon, and choosing some actors rather than oth-
ers might be fruitful in highlighting certain aspects of the story, but would neglect others.  
However, with this in mind and with the intention of accounting for Taqwacore by consider-
ing it as a vast and diverse a phenomenon as possible, we find the need for such a delimit-
ation in that it will help us in focusing in a more in-depth analysis of a restricted amount of 
actors, rather than in a more superficial one of a vast number of them. This would indeed  
be the risk by including any band, producer, writer or fan that had for a shorter or longer 
time some sort of connection with the phenomenon.
The documentary 'Taqwacore: the birth of punk Islam' (2009), is a good starting point 
for the first part of our research, as it gathers most of the key actors that have been part of  
the Taqwacore phenomenon from its early period. With our intent being that of choosing 
the most relevant actors for our research, the bands and individuals in the documentary 
that take part in the Taqwa-tour are going to be our pool of key actors to analyse.
The Taqwa-tour is the tour around which revolves much of the documentary 'Taqwa-
core: the birth of punk Islam', directed by Omar Majeed. Knight and a handful of Taqwa-
core friends decide to tour the US on a bus, picking up other Taqwacore youth on the way 
to the Islamic Society of North America (ISNA) convention in Chicago. The tour was inten-
ded as the first attempt to bring together relevant bands and single individuals that had 
been part of shaping the Taqwacore scene through online communication, but that had not  
yet had a possibility to meet face-to-face all at the same time. With the point being that 
these actors were considered within the scene itself as some of the most central 'mem-
bers' of the phenomenon, we can consider them fit for our purposes.
By setting these boundaries, we will take into consideration the following actors that 
appear in the documentary: Michael Muhammad Knight (author of the book), the bands 
The Kominas, Secret Trial Five, Al-Thawra, Vote Hezbollah, and Omar Waqar from the 
band Diacritical.
One addition to this series of actors consists of Omar Majeed, the director of the docu-
mentary. Not only he was physically present on the 'Taqwa-bus', but his documentary can 
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clearly be identified as one of those creative responses that have characterised Taqwa-
core. Due to this important role and to his actual physical presence on the bus (despite his  
non-appearance in the documentary he was directing), Omar Majeed will  be taken into 
consideration as a relevant actor in our analysis.
While it is easy to delimit the actors we will focus on in the first round of the analysis, 
we cannot yet set similar limits for the second part, as the sites that will be investigated will 
emerge only through the first part of the analysis (this division, as well as the operational 
approach to the analysis, will be presented in chapter 6). This said, we will touch upon how 
the sources pertaining to these sites will be identified in 4.1.4. Also, the actors within the 
Taqwacore site that we will focus on when looking at Taqwacore's reactions to other sites'  
interpretations and definitions of the phenomenon, will be the same pool of actors taken 
into consideration in the first part of the analysis.
4.4 Choice of materials
As explained, ANT suggests that those sources that should be employed in a research 
are those that allow to get 'as close as possible' to the actors. Due to lack of time and re-
sources it would be impossible for us to carry out direct interviews with Taqwacore indi-
viduals or bands, and we will therefore have to rely on interviews given to other academics 
or media, as well as on material directly produced by the actors whom we will be focusing 
our study upon. Analysing interviews and documents that contain the actors' own words, 
rather than an interpretation of these words provided by someone else's study, will give us 
the possibility to investigate the phenomenon highlighting the key concepts that its 'mem-
bers' refer to directly, rather than what they are thought to refer to.
For this reason, in carrying out our analysis, the use of primary sources seems the 
best approach. These sources should be identified as interviews with the various actors, 
the documentary 'Taqwacore: the birth of punk Islam', bands' websites and social media 
pages belonging to the actors we are focusing on, as well as the lyrics of their song.
Secondary sources will be employed only if and when they will be considered as relev-
ant, and will always be contextualised, in order to understand what originates from explicit  
thoughts or words by Taqwacore individuals, and what is an interpretation of such posi-
tions.  Only  through  a  careful  contextualisation  we  will  be  able  to  use  such  materials 
without upsetting the theoretical framework that ANT provides us.
In the second part of our analysis other sites than Taqwacore will  be relevant and 
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sources and documents from these sites will be employed to answer our research ques-
tion. Thinking of these sites as imagined communities, we will make use of documents em-
anating from actors belonging to these sites, considered to be somehow representative of 
positions within that imagined community. With this consideration in mind, we will make 
use of interviews, pamphlets and magazines, media coverage and articles created by act-
ors from these imagined communities and regard them as part of the understanding and 
interpretation of Taqwacore embedded in the specific community, rather than as belonging 
to one single actor within the community taken into consideration. 
 Being that the essence of Taqwacore is disputed, we will inevitably encounter diverse 
opinions and ideas. So that our research method remains as unbiased as possible we will  
try to account for this diversity by choosing sources that appear to represent different and 
possibly conflicting positions.
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5. Operationalisation
The analysis will be divided into two parts. The first part will focus on mapping the  
Taqwacore site and the sites that connect to it through various mediators, using ANT as a 
theoretical framework. This exercise will allow us to identify the sites that are linked to the 
actors taken into consideration and, through the construction of a narrative of the single 
actors involved, to highlight the sites that seem to be more relevant for each of the actors. 
The narratives of the individual actors will also be employed to construct an overall 
narrative of the Taqwacore phenomenon. This will help to facilitate the reader in a empiric-
ally based understanding of the project and the phenomenon. This narrative will be placed 
before the individual actor analysis, despite it derives from a synthesis of these individual  
parts.
Once the main sites that relate to Taqwacore have been identified through an ANT-
based research, the second part of the analysis will more specifically allow us to answer 
our research question. After the identification of the various sites connected to Taqwacore 
obtained in the first part, we will then focus on if and how some of the more relevant sites 
talk about Taqwacore and on which reaction this triggers among the Taqwacore group. 
This part of the analysis will be pursued through a discursive analysis, that would allow to 
account for the representation of Taqwacore from the outside as well as for the reaction to  
this representation.
5.1 Identifying the sites related to Taqwacore
The presence of a wide variety of actors, the need to account for their differences and 
different individual backgrounds, could lead to the emergence of a vast amount of sites ex-
ternal to that of Taqwacore while examining our sources. In order to avoid confusion and to 
account for each actor's relation to sites and mediators, we will engage in this first round of  
analysis by presenting one actor at a time. This will allow us to use materials pertaining to 
the actor and to build a short and easy-to-read narrative. Throughout the creation of this 
chronologically built narrative, we will make constant use of quotes from the actors taken 
into consideration that would highlight the connections to other sites. At the end of each of 
these individual parts, we will briefly summarise which sites have emerged and can be 
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considered relevant for the actor analysed.  It is important to keep in mind that the sites 
highlighted are intended as a methodological tool and are thus artificial distinctions.
The analysis of the primary source documents will  be carried out looking for refer-
ences to other sites within the words of the actors taken into consideration, allowing to 
build an imaginary map of the Taqwacore site and of its relations and linkages to the out-
side as suggested by ANT.
Once all the actors chosen will have been analysed individually, we will summarise the 
findings trying to highlight recurrent sites that could be considered pertaining to the whole  
of the Taqwacore group, in order to account for each area of interest in a more structured 
manner. While this summary will give account of all the sites identified, we will also try to  
highlight those sites that seem to have more relevance for the Taqwacore group as a 
whole, rather than being connected to a single actor within the group.
This differentiation, and the acknowledgement that not all the sites that have emerged 
would be relevant for our research, will be of utter importance in the selection of the sites  
investigated in the second part of the analysis, with the more direct purpose of answering  
our research question. 
5.2 Taqwacore's relation to other imagined communities
To find out if and how much cultural space has been gained by Taqwacore, we will  
need to investigate if it has been talked about and referred to within those sites that are 
connected to the Taqwacore group.
With the desire of avoiding bringing into the picture a multiplicity of sites that would not  
serve the purposes of this research, in the first part of the analysis of this project we will,  
as explained, start pointing out which sites seem to relate to the whole (or the biggest part) 
of the Taqwacore group. This initial 'classification' will lead us to the choice of which sites 
to consider during the second part of the analysis.
It is important to point out that, while some sites could be less relevant for the Taqwa-
core phenomenon as a whole (and therefore for our research purposes), they could in 
reality constitute the strongest area of interest or the most relevant connection that an indi-
vidual actor within the Taqwacore group has outside the Taqwacore site itself (or, even, 
could be stronger that connections within the Taqwacore site). However, with our analysis 
focusing on the Taqwacore phenomenon as a whole and not on the actors participating in 
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it, the sites to analyse in the second part of the analysis will be chosen among those most 
relevant for the entire Taqwacore group.
Once the key sites have been pointed out and presented, we will therefore start look-
ing at materials produced by these sites, looking for references to Taqwacore. Identifying 
if, when, where, how and how much these sites refer to Taqwacore will be the starting 
point that will allow us to expose how culturally influential the Taqwacore phenomenon has 
been in those significant areas that its own members identify as important. By considering 
these sites as imagined communities, we will seek such references in textual, visual or au-
dio materials produced by actors that can be considered to have some sort of representat-
ive value to the site. We will primarily select our sources based on whether they claim to  
be representative of their community or not, and if we find their positions to be representat-
ive within the relevant discourse, after going through as many sources as possible.
Magazines, pamphlets, TV programs, interviews and newspaper articles will be used 
as sources in this part of the analysis. In order to perform a proper discursive analysis, a  
limited amount of relevant material will be analysed, the choice falling on those sources 
that can be considered most representative of the site considered. Also, materials will not  
always be reported and analysed here in their totality, but we will  instead focus on the  
parts that are more relevant for our research.
After having identified if and how other sites refer to Taqwacore, and therefore if cultur-
al space has been gained through its emergence, we are interested in pointing out how the 
self-perceptions within Taqwacore corresponds with the 'external coverage'. Even if cultur-
al space can be gained by being mentioned and receiving attention by significant other 
sites, it is not always a given that this attention will be portraying a phenomenon in the way  
its participants would like it to be portrayed. For instance, Taqwacore could receive much 
media coverage and attention, but this could carry the message that their acts are to be 
despised and dismissed as for example the acts of confused youth. In this case, even if 
cultural space is gained, it might consist of a misrepresentation similar to the one that in-
stigated the emergence of the new identity formation.
Lack of references to Taqwacore within a site might have different meanings: i) Taqwa-
core is excluded from the discourse of the site, ii) the site has never been presented to in-
formation about Taqwacore, or iii) Taqwacore has gained hegemony and is therefore not 
necessary to discuss. However, since we don’t have the resources to determine this uni-
vocally, we will be vary making conclusions on this point.
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The first step is to identify what subject positions – at a group or individual level – are  
being highlighted as relevant. The subject positions will be structured around certain mas-
ter-signifiers  and,  therefore,  we  will  try  to  identify  these  master-signifiers  or  privileged 
signs. In relation to our project the subject positions might be structured around master-
-signifiers such as “Muslim”, “youth”, “punk-rocker” or others. Secondly, we will look for so-
cial  acts, or linguistic productions that are partaking in the reproduction of the relevant 
identity formations, for example in what is being highlighted as representative of a group.
With this round of analysis we intend to look at the reactions (where present) of the 
Taqwacore group to the way Taqwacore is talked about or referred to in the words of other 
sites that the phenomenon itself had identified as relevant. This exercise will allow us to  
identify some sort of 'quality' of the cultural space gained, as it is perceived by the Taqwa-
core site itself.
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6. Analysis part 1 - Mapping Social Context
6.1 Overview
To describe the phenomenon Taqwacore and trace back its formation according to our 
working questions and in such a way that will contribute to our research question, we will  
now undertake an analysis of the various relevant actors that have been identified in para-
graph 4.1.3 and how they are connected to other sites outside of Taqwacore. 
This first round of analysis is important insofar as it lets the actors themselves 'do the 
talking’. With this same intention, a narrative of Taqwacore between 2003 and 2010 will be 
presented. Following this, there will be individual analyses undertaken on the actors (per-
sonified in the bands themselves as entities, unless their members were identifiable indi-
vidually as key players). The narrative is by necessity derived from these individual analys-
is, however, we have chosen to put it first in this chapter in order to put the following indi -
vidual actors analysis in a relevant context and to give the reader a chronological overview 
over the entire phenomenon during the years of 2003 – 2010. Furthermore, it is supposed 
to provide the reader with a first, rough, context for the entire analysis.
6.2 The Story
The roots of the Taqwacore phenomenon as a graspable entity can be traced back to 
Knight and his novel  'The Taqwacores' written in 2003. The novel itself was inspired by 
Knight’s background. Converted to Islam at the age of 16, he moved to Pakistan to study 
and learn more about the religion. Soon after, he “burned-out on the demands of organ-
ized religion”, and went through a deep crisis of faith. His discovery of Punk through friend-
ships once back in the USA, added to the mix that created 'The Taqwacores'. Put in other  
words, it was his desire to find a place where he could express himself as a Muslim on his 
own terms (brought about by his romance with punk) which prompted him to create the fic-
tional world of Muslim punks called ‘Taqwacores’, brought to life by the novel.
The novel describes the life of a group of Muslim punks, who live together in a house 
in Buffalo, New York. The characters inhabiting the house include a Sunni-'straight edger', 
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a drunk-women-chasing-Muslim-punk-rocker,  a  Shi'ite  Skinhead,  a  Sufi-pot  smoking-In-
donesian-skater as well as a feminist punk wearing a Burqa.
The book contains constant references to Islamic rituals and history, as well as refer-
ences to punk bands and ongoing discourses within the punk scene such as gender polit -
ics, drugs or homosexuality,  linked with Islamic discourses on the same issues. At the 
same time it employs the American myth of California as 'the land of gold' , as the charac-
ters in the book constantly refer to a vibrant and big “Taqwacore-scene” that exists on the  
American west coast. It is from there that one of the house inhabitants has brought know-
ledge and music,  coming home from one of his trips through the world,  thus sparking 
Taqwacore in Buffalo.
The story culminates in a punk show in which a lot of different Californian Taqwacore 
bands and their followers come to Buffalo to play, on which the conflict between the 'sex, 
drugs and rock´n´roll'-lifestyle of some of the Taqwacores and more rigid interpretations of 
Islam (carried by other Taqwacores), escalates into a dramatic showdown (Knight 2007).
 The production of the novel, slow at first but more wide spread later on, reached audi-
ences that were in a similar dilemma as Knight. To be Muslim on one's own terms was dif -
ficult and problematic especially in a post-9/11 world. Caught between mutually exclusive 
definitions of what it means to be American and/or Muslim as well as being punk turned 
out to be a less rare phenomenon that Knight had assumed. 'The Taqwacores' gave these 
audiences a name or at least a meeting point for ideas, that in most cases were already 
there, in which they could express their thoughts and identities. Some of the actors whom 
our analysis focuses on declared that they haven't actually read the book  but have been 
attracted to the idea by word of mouth and joined the tentative ranks of the group during 
the tour. Some of the readers formed bands, others had already been playing in musical 
projects. At first, the group got in contact with each other through online social media tools, 
where the idea of doing a 'Taqwa-tour' was collectively developed.
Omar Majeed, a film director, that had been working on the project of find an alternat -
ive voice for Islam, got introduced by artists and academics to the Taqwacore idea (and 
book) and decided that they were what he was looking for. As the real-life Taqwa-tour took 
place, he joined with his film-crew, shooting what resulted in the documentary 'Taqwacore: 
the birth of punk Islam'. The film follows the bands analysed below on their tour through 
several  towns in the US, heading towards Chicago. In Chicago the group crashes the 
yearly convention of the Islamic Society of North America (ISNA) , which is the culmination 
of the film's first half. Sena Hussein of the band Secret Trial Five describes the event:
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“Saturday, September 1st. [...] 11:30pm, arrive at Hyatt for show in Big Green Bus. Set up our shit  
on stage, people seem excited about seeing drums and guitar. Lots of people, mostly girls. All sit be-
side stage, some good spoken word, music is ok, I fall asleep for fifteen minutes. Wake up, half of the  
audience is gone. At about 2:30-3am, they finally announce us. [...]  I scream out "ISNA ARE YOU 
READY TO ROCK?!" and start up with “Middle Eastern Zombies”. People get scared and start stream-
ing out when they hear my scratchy punk vocals. There is an off-stage argument between the head  
dude of the something or other and Mike Knight. Omar from Diacritical goes on with Kominas backing  
him up, sings "Ignorance" and has people in the audience screaming "STOP THE HATE". I see two hij -
abis give the devil horn hand gestures. Handful of people left are rocking the fuck out. It's brilliant. Kom-
inas come on for their set, say they are going to sing Aisha, which is a song about a hijabi girl being  
harassed, crowd waits in anticipation, then the police storm the stage. They demand that we stop play-
ing to the protest of the rest of us and the audience. Mike Knight grabs the mic and screams "PIGS  
ARE HARAM" (haram means a sin or sinful) and storms off. Some audience members take to chanting  
"pigs are haram." We try to be civil with the pigs, but they will not listen to reason and so we move off  
stage. We ask who is responsible for calling the police, and at first they imply it was the hotel manage-
ment complaint about noise. We finally get it out of them that it was the organizer of the open mic night.  
A group of us talk to the organizer of the show, and the head dude of the something or other. They ex -
plain their reasoning for calling the police and not letting us finish even though we only had one last  
song left. Here it is:
We had cursing in our lyrics  […] So did other acts including a spoken work act and a song by  
Sounds of Reason [...] Female vocals are haram in front of a male audience. -This is true according to  
some scholarships but not all. -There were female spoken word artists and a beat boxer.
Movement along to music is Haram. (This was in reference to me head banging and pointing and  
gesturing and what-not during middle eastern zombies) […] The organizer of the event eventually ad-
mitted she made a judgement error in calling the police, and we could have just talked this out. They  
told film crews they couldn't film during our discussion, so they strapped Basim with a mic under his  
shirt and sent him in to get the whole thing on tape.” (Hussain on Secret Trial Five Facebook profile, 
2010).
Some of the reactions of the youngsters present at this event will be described later in 
the analysis. 
The second half of the film covers for the most the Pakistani experience of Usmani, 
Kahn and Knight, who, after the first two have moved back to Pakistan, try to start a punk 
scene in the city of Lahore.
After the Taqwa-tour, Taqwacore received much interest (and coverage) from the me-
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dia. While new people got involved and artists kept expressing their visions through the lyr-
ics of their songs. If it is true that no major events such as a specific Taqwa-tour have  
happened in the years 2007-2010, the new attention manifested by the media allowed for  
more thorough definitions of what Taqwacore means and what or who it represents.
As the different offshoots of Taqwacore, as well as individuals that picked up the term 
as a self-reference after the tour, are too numerous too be described here, we will end this 
brief narrative of Taqwacore with some of these self-definitions  that some of its members 
have given while describing Taqwacore.
In 2009, Omar Majeed states:
“I think what Michael did was, he gave this sort of vague undefined thing a name … and gave it  
some sort of context. So the thing about Taqwacore is a lot of people assume that everyone in Taqwa-
core is one way, but the truth is, its really just an open concept. […] some people are religious, some  
people are not, some people are more culturally Muslim, some people play instruments some people  
just like the attitude … you know, there is a whole range of things in there.”  (Omar Majeed in The 
Taqwacores on Q TV; 2009, min.: 07:37).
Basim Usmani (The Kominas) seems to view Taqwacore as something that is com-
pletely self-defined:
“The cool thing with Taqwacore is […] I think it´s in our hands […] and I think we will do this […] it´s  
like, it evolves with us, it is our term. If we are the physical manifestation, whatever we are spitting is  
Taqwacore […]” (Usmani in Issue Oriented, 2009, min.: 01:06:10).
Knight has a differentiated view, acknowledging that identity formation is more dynam-
ic than just the act of self-definition. Asked to define Taqwacore for MTV Desi, he writes in 
2010:
“But look at me, complaining about Nike while defining taqwacore for MTV. I’m going to have to  
say this quick and then retreat, so here goes: taqwacore is my friends, a growing circle of friends.  
That’s it. Some of us happen to be artists: writers, musicians, photographers, filmmakers. You could  
say that we’ve built our own culture, but every circle of friends builds its own culture. Because the idea  
of brown kids having mohawks remains provocative to the media, taqwacore has received a significant  
amount of coverage — Rolling Stone, Newsweek, The Guardian, NBC, BBC, The New York Times,  
Globe & Mail,  Mother Jones,  and so on.  Reporting that  we’ve seduced all  the confused American  
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Muslim kids, journalists have made us into the movement that they wanted to see, and taqwacore is  
apparently real now. I just hope that it never gets real enough for Mountain Dew to throw money at us.”  
(Knight on MTV Desi's Website, 2010).
We will now proceed with the individual stories and analysis of the members of the 
Taqwa-tour 2007. 
6.3 The Kominas
Giving name to one of the most central bands within the Taqwacore scene, the word 
Kominas is Urdu and Punjabi for 'scumbag' (Usmani in “The Kominas: Taqwa-core and 
South Asian Punk”, 2009, min.0:12), 'bastards' (Global Hit, 2008, min.4:43) or 'person of  
low birth' (The Kominas in Taqwacore Webzine, 2010).
The Kominas is an “American-Pakistani Taqwacore band from Boston” (The Kominas' 
Facebook profile,  2010)  whose members are Basim Usmani,  Imram Malik,  Shahjehan 
Khan and Arjun Ray. The latter is the only non-Muslim member of the band (LA times, 
2009).
Usmani approaches punk music as a teen, while, after having moved from New York 
to Lahore, Pakistan, and then to Boston (Usmani in Sapna Magazine, 2009), he finds him-
self at ease around 'punk kids', who don't judge him for his different cultural background or  
his marked accent and make him feel as part of a community. Their do-it-yourself style and 
his punk style will lead him to start playing music himself (Usmani in Sepia Mutiny, 2008).
Khan, who had left Islam when he entered his teens and knew Usmani from school 
and the mosque, was listening to other music genres, when Usmani attracted him to the 
punk scene by feeding him some of his favourite music (Kahn in Wiretap Magazine, 2009).
Talking about his youth and the role of punk music and style in his life, Usmani ex-
plains how  “[p]unk was so therapeutic for me growing up, because it was an identity I  
chose. Muslim, Desi or Pakistani are what I was born into” (Usmani in Sepia Mutiny, 2008). 
A similar role was given to punk and to his personal encounter with Usmani by Khan: This 
encounter, among others, was what showed him that there was not only one way to be a 
Muslim (the “Pakistani, South-Asian, first generation immigrant Islam”), but that other pos-
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sibilities were open (Khan in Issue Oriented, 2009: min. 24:26). The two were not the only 
members of the band to encounter problems in their youth: also Malik reveals that he “had 
a lot of conflicted feelings about growing up a Muslim in America” (Malik in CNN, 2009).
Usmani and Khan, following somewhat similar life paths, encounter the self-edited ver-
sion of Knight's book 'The Taqwacores' and can easily relate to the stories of the charac-
ters in the novel. It is through the reading of the book, that Khan realises that despite the 
inner guilt he has carried for years, he had not done anything wrong by trying to find God  
in his own way, and that this personal approach had brought him closer to God than he 
had previously been (Khan in Wiretap magazine, 2009). 
 
“The book became a medium” to get in touch with other young punk Muslims (Usmani 
in “The Kominas: Taqwa-core and South Asian Punk”, 2009, min.2:05), and the two, in-
spired, decide that they should try and bring to life what until then had been only a fictional 
work (Usmani in Global Hit, 2008, min.3:04). It is with this desire of making 'The Taqwa-
cores' real that The Kominas start playing together and become one of the first Taqwacore 
bands (KOM, 2010). With the US being in the midst of the post-9/11 period, The Kominas 
see 9/11 as something that shaped them individually, as well as one of the reasons of their  
success.  Khan,  talking  about  the  period,  recalls  a  conversation  with  a class  mate  on 
September 12th 2001 that asked what 'his people' had done. The answer was both sarcast-
ic and interesting, as it highlights the categorisation of Muslims in post 9/11 America: “you 
mean my people from Cambridge, Massachusetts? Or my people from Boston?” (Khan in 
Global Hit, 2008, min.1:56).
The band, formed around the charismatic characters of the two vocalists Usmani and 
Khan, releases the first album with the title 'Wild nights in Guantanamo Bay', more as a 
statement for their friends than anything else (Malik in The Express Tribune, 2010), but  
achieves unexpected success and media coverage. For this success, Usmani would “like 
to thank 9/11. I wouldn't be here without you.", to which Khan echoes "Yeah, basically we 
wouldn't be here without” (Usmani and Khan in LA Times, 2009).
After their participation in the “Taqwa-tour”, Usmani and Kahn move to Lahore, where 
they attempt to start a Muslim punk scene (The Kominas profile on MySpace, 2010; see 
also Taqwacore: the birth of punk Islam, 2009). This experience is remembered as harsh 
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(Khan and Usmani in Issue Oriented, 2009, min.1:13:30 and ff) and had the effect of bring-
ing Khan closer to Islam, while it  “disenchanted” Usmani (Khan in Issue Oriented, 2009, 
min.26:51).
Both Usmani and Khan have a tight bond with Pakistan, and are not only interested in 
cultural and musical influences and in how to adopt them and incorporate them in their  
work, but also in the future of the country. Usmani, for instance, expresses his disappoint-
ment towards Pakistani people that, the day after a bombing:
“The aftermath, what really disappointed me, was that next day people were protesting about Gaza  
and Israel [...], but when bombs go off in your backyard, talk about what it's in your fucking backyard,  
right? People weren't  bringing this up, and that really disappointed me” (Usmani in Issue Oriented, 
2009, min.1:14:48). 
Also the realisation that “just being a musician puts you on the outs, it's not what you  
say, it's hitting those strings, that's what like people are afraid of” was a big disappointment 
in his Pakistani experience (Usmani in Issue Oriented, 2009, min.1:15:09). Despite the 
political and cultural problem that are often referred to, Usmani has still a strong connec-
tion with Pakistan and has not “ruled out Pakistan long term” (Usmani in Issue Oriented, 
2009, min.1:20:50).
With the return of the two in the US, the band has grown out of their initial label as a  
Taqwacore band. Khan points out how being labelled as Taqwacore left them little space to 
change and develop also on a personal and spiritual level, and that their positions have  
changed from the age of 20 when they read 'The Taqwacores' to the present day (Khan in 
Issue Oriented, 2009, min. 26:47). As a result of this development, Taqwacore is now seen 
as a label hard to move on from, although it is “nothing to be ashamed of”, that, being at 
the time a new concept, allowed the band to shape the music genre with their own music, 
rather  than  having  to  follow  some  existing  patterns  (Khan  in  Issue  Oriented,  2009, 
min.1:03:55 and Usmani in Issue Oriented, 2009, min.1:06:10).In this period, the band 
slowly tries to move on from the Taqwacore label that has contributed to its beginnings. 
Malik says in November 2010: 
“But we’re so complex and there’s no reason to hide behind some kind of idea. Calling it Taqwa-
core- it’s a label that would restrict us. We definitely have some songs that can be called Muslim punk  
songs like 'Sharia Law in the USA' and 'Suicide Bomb the Gap'. 'Kuj', however, is not a Muslim punk  
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song, it’s about living and growing up in Lahore, and how it’s a cool place. So it’s a really universal  
song, Munir Niazi wrote those lyrics and we identify with that, we’re not trying to restrict ourselves in  
any way. We want to make music that we find to be cool or interesting or surprising, there’s no theme or  
genre that we’ve stuck to.” (Malik in The Express Tribune, 2010).
Also Usmani, in his later interviews, stresses how the band has developed and new 
rhythms are being used (Usmani in The Express Tribune, 2010), and critics highlight how, 
in the new 2010 album Escape to Blackout beach,  “[t]here doesn’t seem to be any link  
with Islam associated in the new tracks compared to the old tracks such as 'Sharia Law In  
The USA'” (KOM, 2010).
Having moved on from the more provocative style of the first album, The Kominas 
haven't stopped criticising mainstream American society, often through irony and by creat-
ive means. In one of the videos the band has posted on YouTube, Malik, in front of a fast 
food, sarcastically talks about what it is important to sing about in the US, if one doesn't 
want to appeal only to youth with an ethnic background other than American: 
“The one thing that Americans love the most, more than anything else, is fast food, and if you don't  
write about the times that you live in, if you don't write about the things that are important to people, in  
America, then you can take a hike!” (Malik in Ethno-American Musicians tackle Important Issues in 
America, 2009, min.0:22).
On the website, a picture re-posted from another blog reminds the reader what Amer-
ican problems are,  and on the hand-made sign portrayed one can read:  “#1 threat  to 
America: gay, Mexican, Muslim bears” (The Kominas website, 2010).
6.3.1 Connections
In the narrative about The Kominas we have outlined the band's history and the most 
relevant issues that have brought them to Taqwacore and their connection to the site. We 
will now highlight the other sites that this actor is connected to.
As highlighted above, three out of four members of The Kominas were 'born' Muslims, 
with different levels of affiliation to Islam at different points in time 
Interesting is also the role of their mosques and communities while growing up, as Us-
mani and Khan pointed out (and the mosque being the place where they got in contact 
with each other), and the connection with the position of young Muslim kids that are facing 
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some similar issues to those that The Kominas have faced during their teens (Malik in The 
Kominas: Taqwa-core and South Asian Punk, 2009, min.03:15).
Knight's book 'The Taqwacores', the Muslim communities The Kominas grew up in and 
Pakistan are mediators between the Islam site and the band.
The Pakistani roots of The Kominas seem to influence much of their work, and the 
tight connection that some members still have with the country has brought them back in 
several occasions.
American culture is the mainstream culture in which The Kominas grew up, both indi -
vidually and as a band. Difficulties in integration have been above highlighted, and the 
9/11 aftermath seems to have had an impact both on the individuals and in their artistic 
work. The considerable provocation in the early period through their music and their lyrics,  
as well as an ironic approach in the latter years through videos and pictures (see for ex-
ample: Kominas Website,  2010 & Kominas MySpace, 2010),  show how the critique to 
American society has changed shape but has remained quite relevant for The Kominas.
The connection to punk music seem clear, both because of the genre the band plays, 
and because of the role of punk in overcoming identity problems for some members of the 
band. The fact that the punk scene did not judge their being foreign or speaking with an  
accent, helped them in their process of growing up Muslims in the US, and it covers such  
an important role that Usmani defined it “therapeutic” in its position of a self chosen identity 
(Usmani in Sepia Mutiny, 2008).
6.3.2 Summing up Sites
The imagined communities identifiable in our empirical material on The Kominas have 
thus been: Pakistan, The USA, Punk and Islam. 
6.4 Secret Trial Five
Secret Trial Five is the only all-girl-band among the Taqwacore bands that have re-
ceived media coverage and have joined the Taqwa-Tour5. Secret Trial Five started playing 
together in Vancouver in the June of 2006 and , at the time, consisted of three members:  
Sena Hussain as the front singer, Soma Habib and “Cazz” Rae Turner (Taqwacore docu-
mentary webpage, 2010).
5  Sometimes they are described as “riot-grrl Punk band” (Sepia Mutiny, 2009).
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The MySpace profile  explains  that  the  name of  the  band comes from a group of 
Muslims suspected of terrorism that were held in custody in Canada. They define them-
selves as a punk band and their lyrics talk about political issues. The song currently posted 
on MySpace is called: ”Middle Eastern Zombies“ and talks  “about zombies eating world  
leaders“ (Secret Trial Five MySpace, 2010), while the first song on MySpace was named 
“Hey Hey Hey Guantanamo Bay” (Taqwacore webzine, 2010). There are no recent activit -
ies or concerts displayed on their page. 
In an article in The Guardian from April 2007 Hussain talks about her inspiration by 
The Kominas:  "We saw them (The Kominas) play and we were all into punk music any-
way. We haven't had a chance to rattle some cages, we only got together last summer, but  
I expect we will. That's the point of punk." (Hussain in The Guardian, 2007). The Taqwa-
core blog also states that the inspiration for the band came from a concert of The Komi-
nas.  “I  thought,  Brown guys playing punk?” she is quoted.  “I’ve got  to get in on this.” 
(Taqwacore documentary webpage, 2010).
When Hussain moved to Toronto in August 2008, she had to look for new band mem-
bers and is now joined by Sidra Mahmood on the guitar and Manal Elawar on the drums. 
Unfortunately, media coverage of the two new members can almost entirely be reduced to  
scenes from the documentary. The interviews used here have been exclusively conducted 
with Hussain. She clearly emphasises the political side of her music and expressed in an 
interview shortly after moving to Toronto, that she was “[…] hoping to update some of the  
songs politically to keep up with the political climate now” (Hussain in Alienated in Van-
couver, 2009).
She describes herself as an “openly queer drag king and lead singer of a Taqwacore  
band.” (Hussain in Racialicious blog, 2010). She is Pakistani Canadian and  “came out” to 
her Muslim parents when she was in her early 20s (Taqwacore documentary webpage, 
2010). Hussain has been a drag king, known as Sammy Tomato in Vancouver and is cur-
rently  performing as  Sammy Samosa in  Toronto  in  the  “Colour  me Dragg Show”  that 
“brings together drag, burlesque and other queer and trans performers of colour“ (Colour 
me Dragg  blog,  2010). She  is  also  the  manager  of  a  social  online  community  called 
TakingITGlobal, in which she promotes on her blog the involvement in the project “ It gets 
better”, which is trying to help queer teenagers to deal with their marginalisation in society  
(Hussain in TakingITGlobal, 2010).
Hussain joined the Taqwa-Tour with her original band-mates from Vancouver in 2007. 
48
In the documentary the band is mainly portrayed at the ISNA Convention in Chicago in Au-
gust 2007. Nevertheless, Hussain gives an extensive report and comment on those events 
on the page of their Facebook profile (Secret Trial Five Facebook profile, 2010), that she 
created as Sammy Samosa, Hussain's drag-king artist name. She reports a little booth  
they put up on the convention and their self-made signs presenting them as: “Taqwa Audi-
o-Visual Corporation“. It is first after two days at the Convention that all the bands decide 
to take part in an “open-mic session”, as described in the narrative part earlier. The long 
and detailed description reflects an obviously positive attitude to the members on the bus. 
All were equally surprised by the reactions of the audience and annoyed by the reactions 
of the organisers. In the article in The Guardian, Hussain positions herself in relation to 
Taqwacore some months before the ISNA event: "It's only fitting that we identify ourselves  
as Taqwacore, that's where we got our inspiration from, and I think that's the way the  
genre will grow - and I hope it does." (Hussain in The Guardian, 2007). Nevertheless, the 
current self-description on MySpace mentions that the band has been identified as being 
part of  “Taqwacore and now actively reject[s] that association, as it not only limits them,  
but also, Taqwacore has caused a racist, islamophobic and sensationalist media frenzy  
[…]”. They  stress  that  the  inspiration  behind  the  band  does  not  come  from  Michael 
Muhammad Knight and his novel (Secret Trial Five MySpace profile, 2010).
 
Hussain explains  the goal with her music and its political implication as a critique on 
sexism, war, imperialism and racism:
“I hope my music gets through to people, that by seeing us they see that Muslim women aren't  
what you usually see in the media. Also, I want my music to make people think about how racism is still  
a very real thing in the West and is used to target communities of colour, and how ignorance can des-
troy other places and people in countries like Iraq, Afghanistan, Pakistan, Palestine, and so on because  
it justifies war and imperialism.” (Hussain in Alienated in Vancouver, 2009).
In The Guardian, Hussain is quoted similarly:  “Muslim women are seen as helpless  
and oppressed. We want to prove that wrong.” (Hussain in The Guardian, 2007). Besides 
a strong focus on women's rights issues her goals are further reflected in challenging is -
lamophobia: "There's so much animosity towards Muslims and we need a dissenting voice  
to say 'fuck you' to people who pigeonhole us." (Hussain in Alienated in Vancouver, 2009). 
Hussain is also involved in CASSA (Council of Agencies Serving South Asians) working 
with anti-islamophobia and anti-racism issues (Hussain LinkedIn Profile, 2010). 
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6.4.1 Connections
We have traced back the story of Sena Hussain and drawn on her involvement and re-
flections on Taqwacore, her music and her goals. It follows a description of the identified 
sites. The most interesting development has appeared within the Taqwacore Site. Connec-
ted through the music of The Kominas, Secret Trial Five joined the community and got in-
vited on the bus, where they played a major role at the ISNA as the only all-girl band within  
the phenomenon. They described themselves as Taqwacore and presented themselves as 
Taqwacore on the Internet. Later they distanced themselves from position, giving strong 
critique to the outcome of it on their MySpace webpage (2010). 
The description of their music used to be as well defined as Taqwacore music. Mean-
while the MySpace profile defines them clearly as punk band. They stress the political im-
plication of their band name and Hussain is quite precise on how she includes political  
goals into her music. She can thus be clearly be connected to a Punk Site.
As a  drag-king, Hussain, connects Taqwacore with her all-girl band to a Queer Site. 
Nevertheless, the lyrics do not reflect queer issues. Hussain is openly gay and involved in 
projects resisting homophobia and supporting gay teenagers, but her lyrics rather stress 
Muslim women's rights. In this regards she can be considered connected to a Feminist  
Site. Also on the Taqwa-Tour and in Omar Majeed's documentary they are the only fe-
males that join.
The fact that Hussain describes herself as a female (Pakistani-Canadian) singer, tak-
ing up issues of islamophobia with her music and with other engagements, connects her 
also to an Islam Site.  Her description of the ISNA conference and the open-mic show 
brings up several issues that concern Islam and Women. Since her engagement in Islam 
mostly revolves around issues of gender and sexual orientation, the Queer Site and the 
Feminist Site can also be considered as mediators between Hussain and Islam.
 6.4.2 Summing up Sites
As depicted above, there are several sites that are clearly identifiable, namely those of 
Islam, Punk and Queerness. As a Pakistani-Canadian she also connects to the sites of 
Canada and  Pakistan.  Furthermore,  she  also  connects  to  a  Feminist  or  Gender  Site.
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6.5 Omar Waqar/Diacritical/Sarmust
Omar Waqar appeared as one of the musicians on the Taqwa-tour in Omar Majeed’s 
'Taqwacore: the birth of punk Islam' (2009). He appeared as a solo artist though he was 
performing songs from his then recently dissolved band Diacritical. Since the recording of 
'Taqwacore : the birth of punk Islam', Waqar has formed the band Sarmust as well as he is 
running the solo projects Evil Art Form and Fanaa Fish. Through his works Waqar makes 
very few references between himself and Taqwacore. When he appeared in 'Taqwacore:  
the birth of punk Islam', he explained his relationship to the phenomenon:
“I think I am still trying to define my religion in relation to Taqwacore, I mean… I can relate to a lot  
of the stuff in the book, there is a lot of positive things. At the same time there is a lot of stuff that i don’t  
necessarily agree with, but I still think it was important for me to come on this tour.” (Waqar in Taqwa-
core: the birth of punk Islam, 2009: min. 16:50).
Waqar has a Masters Certificate in song writing and guitar from Berklee School of Mu-
sic. He formed Diacritical in 2004 after developing the idea in 2002. Dan Rosenthal and 
Jason Bomani joined him. On their MySpace profile, Diacritical describe themselves as ad-
hering to a broad range of genres – Taqwacore being one of them – others being “Experi -
mental rock”, “Bhangra-core”, “Post-jazz”, “World punk”, “Indie”, etc. (Diacritical MySpace 
profile, 2010). Omar Waqar explains the choice of the band's name with the fact that his  
mother is a linguist and used the term a lot (Diacritical Blog, 2006-2007).
In an interview with Muslim’s America Omar Waqar describes his upbringing, and how 
it led him in the direction he is now carrying his musical project into: 
“I guess you could say that I had a very liberal upbringing. And I got exposed to a lot of different  
things [...] when I was young I was a bad kid. I got in a lot of trouble  (laughing). I learned a lot because I  
got to really explore, and because I was so questioning of authority I think it heightened me to under -
stand at much broader scale […]” (Waqar in Muslims’ America 2.2, 2008: min. 2:12).
“When I was younger I was all like – I want to listen to punk rock music, I want to fight the power, I  
want to be a rebel. I had a big Mohawk and I was doing THAT thing. Then when I grew older I started to  
see – hey maybe there are elements in my own culture that are similar. Before I was maybe… rebelling  
against it. I didn’t see those rebels that I saw in Eastern culture. I wanted to be like THOSE guys, I  
wanted to understand life the way they understand it. But then I started reading Bulleh Shah or Sachal  
Sarmast and started seeing – wow, there are some people who existed long before me and had some  
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very similar ideas […]” (Waqar in Muslims’ America 1.2, 2008: min. 5:04).
“So I’ve been going back and forth and trying to find balance in my dual identity, so I am a Muslim  
and an American and how does that work? What does that mean? Yes I am a Muslim and I am living in  
America, but American Islam is its own thing now. People practice Islam in their own ways here. There  
are so many different kinds of Muslims in America. You can learn so much from a wide spectrum of  
people. That is the beautiful thing about America – its cultural diversity, and the fact that I can meet Shi -
as and Sunnis and I can meet Sufis, you know all kinds of different people and get all their takes on it –  
their ideas, and then come to my own conclusions from them” (Waqar in Muslims’ America 1.2, 2008: 
min. 7:02). 
During 2008 Waqar's new project Sarmust began to take shape. Waqar described it to 
be: “a little more indie rock, a little more dance-punk with a lot of Eastern music mixed into  
it [...] using the format of Qawalli but mixing it into rock music.” (Waqar in Muslim’s America 
1.1, 2008: min. 4:05). Waqar later elaborates: “I’ve been messing around with these ideas  
of mixing earthly love with divine love. And sometimes putting political stuff into it as well.”  
(Waqar in Muslim’s America 1.4, 2008: min. 1:10). This project is named after the 18th cen-
tury Sindhi/Sufi poet – or  “Sufi saint” as Waqar describes him – Sachal Sarmast. Waqar 
points out that  Sarmust means  'mystic' in Urdu, and says that he chose the name after 
having studied Sufism. Other than Sachal Sarmast, Waqar mentions the Sufi philosophers 
Bulleh Shah, Ibn 'Arabī, Jalal ad-Din Muhammad Rumi and Hāfez-e Šīrāzī among his in-
spirations (Waqar in Muslim’s America 1.4, 2008).
In the interview  Muslim’s America – The Rock n’ Roll  Muslim the interviewer asks 
Waqar about his motivation for his project Sarmust:
Interviewer: “As an American Muslim you want to take rock n’ roll and take Sufism and you want to  
mix that and come up with a positive image of Muslims, or you just want to do it because you feel it?”
OW: “Yeah if that is the bi-product of it that will be great. But I didn’t really set out to try and change  
people’s opinions overnight, and that is not going to happen. But I really want to do something that  
feels good in my heart. And I grew up listening to rock music and Sufi music, so it only makes sense  
that they would eventually come together. And it is going to be something that really represents who I  
am as an artist and as a person. [...] Another thing is that modern music or popular music today is lack -
ing something that it had in America – say like in the sixties. It was this whole counter-cultural move-
ment, and people were using art to express political views and different kinds of philosophical ideas,  
and there was a heavy use of metaphor. Nowadays it is kind of lacking that, popular songs are all  
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about… more simpler things I guess is a nice way of putting it. And I am hoping that I can bring that  
back – that duality – that music can be used not only as a sort of entertainment, but also as a way of  
expressing ideas, and getting peoples’ minds working [...] Trying to understand your own culture or try-
ing to identify with your culture on your own terms. And be who you are but still try to retain your own  
sense of heritage, I deal with that kind of stuff on a daily basis, and I think music has kind of been a  
bridge for that. I listened to Qawalli music, I listened to Sufi poetry, and I started to see things in it that I  
didn’t see when I was younger.” (Waqar in Muslim’s America 1.2, 2008: min. 2:30 ff).
 
Waqar teamed up for the new project with Inayat Hossain who earlier had been play-
ing tabla on Diacritical-recordings. Inayat is also the son of Ustad Hamid Hossain – a 
“Hindustani  or Indian” classical  musician who had been teaching percussion to Waqar 
(Muslim's America 2.1, 2008: min. 1:50). Ustad Hamid Hussain is in turn son of the famous 
Indian classical musician Ustad Kader Buksh. Ustad Hamid Hussain was born in India, 
later moved to Bangladesh before he came to USA (Waqar in ANR unlimited, 2010).
Waqar's two other projects “The Fanaa Fish” and “Evil Art Form” has received consid-
erably less attention, but Waqar himself describe them himself. 
“Evil Art Form carves a place for himself in the world of instrumental electronic music by exploring  
a mixture between funk, drums and bass, jungle, dance hall, hip hop, bhangra and Indian classical and  
folk melodies to create a sound that is unique [...]”. (Waqar ANR unlimited, 2010).
 Fanaa Fish, instead, consists of 
“Fast sequenced beats mixed with vintage punk guitar tones create the backdrop for an interesting  
multi-lingual vocal assault. They spew politically charged and mystically curious lyrics in English, Por-
tuguese Punjabi  and Urdu.  They credit  Japanese hardcore band The Comes as  their  inspiration. ” 
(Waqar ANR unlimited, 2010).
6.5.1 Connections
In the interviews and texts produced by Omar Waqar, we can recognise two themes 
being highlighted as his inspirations or motivations. His quote “Be who you are but still try  
to retain a sense of your own heritage” seems to be describing his desire to mix what he 
perceives as his 'Muslim' or 'Eastern' background with the experiences of growing up in 
California. He is however ambiguous in his references to what is a part of his heritage and 
what is a part of 'who he is' as an American.
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However, we can identify the Sufi poets Sachal Sarmast, Bulleh Shah, Ibn 'Arabī, Jalal  
ad-Din Muhammad Rumi and Hāfez-e Šīrāzī as mediators to Islam. Waqar also sees the 
Indian or Hindustani classical musicians Inayat Hossain and Ustad Hamid Hossain as ad-
hering to his cultural background, and can thus be defined as mediators to the East. In ex-
tension to this we should also define Sufi music and poetry, qawalli music, Indian classical 
music and bhangra as intermediaries. 
Whether Waqar's  “liberal upbringing” or his parents should be seen as the most im-
portant mediators to American culture, we can treat his experiences with Berklee School of 
Music, American Sufis, Shias and Sunnis and counter-cultural movements of the sixties as 
mediators of American culture as well, though of less significance. Punk rock, jazz, funk 
and numerous other music styles can fill the role as intermediaries. More symbolically we  
might add Waqar's simultaneous use of sitar and guitar as intermediaries to his Eastern 
and Western motivations.
6.5.2 Summing up Sites
The identified  imagined communities  in  the  case of  Omar  Waqar  are  thus:  Islam, 
American culture, as well as his references to Hindustan. In his case, it is especially inter-
esting how many mediators and intermediaries to these cultural sites he puts out. 
6.6 Al-Thawra
Al-Thawra (which is the Arabic word for “The Revolution“) is a two-piece band, that 
was started by Mario and Marwan6 in Chicago at a point in time none of the two pinpoints 
with precision. In the beginning, the project was not thought of as a real band, but merely  
as a jamming experiment in merging eastern and western musical influences, in Mario's 
words: “[...] we are English, Spanish and Arab… so many influences, like a lot of punk  
from the 1980ies, at the same time middle eastern music and some jazz, some noise,  
some drum 'n bass [...]” (Mario in Video Interview by Malathi  Nayak/Medill,  2010: min. 
01:39).
This statement refers to both the diversity of musical influences the members are try-
ing to incorporate, but also to their cultural background. Marwan is of American-Arab ori-
6 Mario and Marwan are always referred to only using their first name, omitting their family name. We will 
refer to them in the same way.
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gin,  while Mario  is  originally from Mexico City (Marwan & Mario  in Video interview by 
Malathi Nayak/Medill, 2010: min. 01:15). 
As the band mainly consisted of Mario and Marwan experimenting with music in Mar-
wan's bedroom (ibid.: min. 01:20) the “Taqwa-tour” took the band to a new level: “[…] And 
Michael Knight got in contact with us through MySpace cos I created that for the band, I  
guess we were doing similar enough stuff that I could see parallels.”  (Marwan in Distorted 
Magazine, 2010). 
Beyond getting to tour with other bands, it forces the band to actually create a line-up 
for live-shows: 
“[…] But anyways, Mike send the book to me in the mail. I guess Shaj, or one of those guys, The  
Kominas band, found our page and they showed it to Mike, we started talking about doing a tour to -
gether, Mario couldn't go, so I went by myself, I taught the songs to the Kominas, and we played on the  
road a bit, we played most of the shows of the tour [...]” (Marwan in Metal Waves, 2009).
This makes the band grow, as they present themselves as a three-piece in the just 
cited interview from 2009 and finally as a four piece in the 2010-interview by Distorted 
Magazine, taken around the time of the beginning of Al-Thawra's first European Tour (Dis-
torted Magazine, 2010). The new musicians engaged in the band after the tour add a new 
element to the band's identity, as they don't really identify themselves as Taqwacore. New 
band member Micah says:
“I will say that I have never really played punk before I started playing with Marwan, I met him  
through the more Middle Eastern rhythm kind of things where he was working […] and he was like 'hey  
so you play percussion, you play drums, here listen to my band' and that was after the Taqwa tour thing  
and he pointed it out like 'look we are in Rolling Stone, this is going to go somewhere” (slightly mocking  
and Marwan laughing at him). So I was like, alright [...]”  (Micah in Distorted Magazine 2010).
  
6.6.1 Connections
Mario and Marwan are through their personal backgrounds connected to several ima-
gined communities which they refer to as motivational for what they are doing as artists. 
Marwan states about his relationship to both Arab culture and American culture:
“The most important thing to know about us, is that we make music to erode the false dichotomy of  
east versus west that has been set up by the mass media in the west. We´re neither here nor there,  
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and were putting our identity crisis out in the open for everyone to see.” (Marwan in Metal Waves,  
2009).
The band refers to Mario's Mexican background and his artistic involvement in punk as 
something that has shaped the band not only on a personal level and that in their case is  
strongly interconnected: 
“On Punk in Chicago: The other thing is that we have a scene here that is pretty strong in support -
ing identity politics. During the 90ies until today, there's been a huge Latino punk scene here in Chica-
go, with bands like Los Crudos. A good portion of the people at punk shows are not white kids like in  
other cities, so Chicago's unique in that way. It was the natural environment for us and when we started  
a band that focuses on being Arab, people were really into it. I feel like that kind of encouragement is  
good for growth. By providing the environment, we´re able to give space to other Arab kids to talk about  
themselves.” (Marwan in Metal Waves, 2009).
More specifically, the band sees a necessity for outspoken identity politics due to what 
they see as the current  political  climate in  the USA, thus emphasising the connection 
between themselves, their belonging to minority communities and the majority of American 
society. Marwan says:
“After the passing of all these immigration laws, like the law in Arizona, identities like Arabian,  
Latino, Southeast Asian, people who are being marginalized and discriminated against have become  
politicized identities … The band is my way of standing up and speaking for the people who can´t talk.” 
Mario echoes: “We are the voice of the illegal immigrants and the discriminated.” (Marwan & Mario 
in Video interview by Malathi Nayak/Medill, 2010: min. 00:10). 
Furthermore, a lot of the band's artwork and lyrical content evolves around the Israel- 
Palestine conflict  (Al-Thawra MySpace profile,  2010),  as they want to show a different 
viewpoint than the one commonly expressed in American media: 
“So here´s our stance: We are pro-Palestinian, but we are not anti-Israeli. A lot of people don´t un-
derstand that concept, because they think that one is at the behest of the other, but that is because  
their minds are so conditioned to think in nationalistic terms (…) In the west, we don´t know about what  
it is like to have your neighbourhood rocketed by American-made helicopters, but we DO know what it  
is like to benefit from the riches that are benefited by keeping the middle east unstable. When discuss-
ing the Middle-east conflict, the media always makes these crazy generalisations about Arabs having  
something in our culture that makes us violent people and makes us prone to terrorism.” (Marwan in 
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Metal Waves, 2009).
Al-Thawra's  involvement  in  the Taqwa-tour  has been briefly discussed above.   An 
identifiable mediator is the book 'The Taqwacores' as it communicates Knight's ideas to the 
band and facilitates the association of Al-Thawra and the rest of the Taqwacore group. 
Interestingly, they still use the word Taqwacore as a self-description or label and refer-
ence to it in order to gain the attention of press and bookers (Distorted Magazine, 2010), 
even though they state that they find it “limiting”, in that it connects the band to the idea of 
“Muslim punk-rock” while nobody in the band identifies as Muslim (Marwan in Distorted 
Magazine, 2010, Metal Waves, 2009 and Video interview by Malathi Nayak/Medill, 2010 
02:30).
6.6.2 Summing up Sites
The imagined communities that the band refers to as influential  for themselves are 
thus: punk, Arab and Latino minorities in the USA, American mainstream culture (mainly 
through the experience of being depicted as 'the other' in the mainstream media, but also  
the band members upbringing and livelihood in the US) and of course Taqwacore itself. 
The last imagined community we can connect Al-Thawra to, is the Palestinian people.
6.7 Kourosh/Vote Hezbollah
Kourosh (as he is referred to; his full name is not given by the source) is the sole 
member of the band Vote Hezbollah. The roots of Kourosh’s band lay in the pages of  
Knight’s book 'The Taqwacores'. Kourosh is himself a punk and a Muslim whose band was 
inspired by the aforementioned book, he notes;  “[...] my energy finally exploded when I  
read The Taqwacores [...]” (Kourosh in Associated Content, 2007). Before the book let off 
this energy he says he had no plans and he was “[...]a punk/muslim looking for a new be-
ginning.” (Kourosh in Associated Content, 2007).
6.7.1 Connections
His relationship with the Muslim faith is one of a personal nature he says of it “[m]y re-
lationship with 'god' is between my energy and “gods” energy.” Also, Kourosh remarks “[...]  
my state of mind is always going to be ‘punk’” (Kourosh in Associated Content, 2007).
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As material on Kourosh turned out to be extremely sparse, we will  use a quote of 
Knight to depict Kourosh's connection to Taqwacore: 
“There was actually a kid who believed it was non-fiction … And he wrote to me and said 'I want to  
meet these guys...', you know, the fictional Taqwacore-scene in in the book that the characters are talk -
ing about in Buffalo … it´s based in California … and this kid wanted me to introduce him to those kids  
in California … And I told him, you know, 'I´m sorry, it´s fiction … there is no such thing as Taqwacore'  
… and he said, 'well I´m gonna make it real then, cause I´m Taqwacore' (Knight in The Taqwacores on 
Q-TV, 2009, min.: 09:10).
6.7.2 Summing up Sites
In this very short excerpt on Kourosh and his band Vote Hezbollah, we can pin-point 
several sites of interest: Islam, Taqwacore, and Punk all are all clearly mentioned by Kour-
osh as being parts of his life. Kourosh points out quite clearly that Knight’s book was the  
inspiration for his forming of  Vote Hezbollah. 
6.8 Omar Majeed
As outlined above, Omar Majeed has been a salient actor within Taqwacore discourse. 
He is the director of the documentary and a self proclaimed punk and Muslim. Omar Ma-
jeed is a Pakistani-Canadian with Muslim parents, albeit he describes them as not very ob-
servant ones. Majeed spent most of his life in Canada, besides a short period of time when 
he and his family moved to Pakistan when he was young. It was in Pakistan that Majeed  
began to develop a connection with Islam that he did not feel in Canada, as Islam was a 
part  of  the culture in Pakistan, unlike in Canada (Majeed in The Vancouver Observer, 
2009). As a Muslim, Majeed claims that he is not a particularly ‘good’ one, as he stated 
himself in an interview on Q-TV, when the interviewer explained that Majeed found “him-
self  reading the Satanic  Versus whilst  eating a ham sandwich” (Omar Majeed in  The 
Taqwacores on Q TV; 2009: min. 04:33). Majeed had also contact with punk music via his 
older siblings while he was growing up. He would listen to bands like The Sex Pistols and 
admired the energy and excitement of punk music. He says that he liked it as much for the 
quick dirty music you can dance to as for the do it yourself attitude, where anyone could 
pick up a guitar and play (Omar Majeed in The Taqwacores on Q TV; 2009: min. 03:54).  
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Majeed says, talking of the punk style, that “it's beautiful, truly inspiring” (Omar Majeed in 
The Taqwacores on Q TV; 2009: min. 04:03). He says of punk that it melts well with other  
art forms because it is a positive channelling of aggression, anger and critique and has a 
life affirming quality to it (Omar Majeed in The Taqwacores on Q TV; 2009: min. 04:13).  
Majeed also underlines that his documentary 'Taqwacore: the birth of punk Islam'  is made 
in this punk spirit.
The documentary itself was born out of Majeed’s desire to look into the post 9/11 world 
of Muslims. He affirms that he had himself seen that Islam was under attack and that this 
confused him about his identity,  although he was not coming from a very religious family.  
After 9/11, he says, there were only voices of the extremists: the fundamentalists and the 
traditionalists of Islam, and his desire was to find the ‘others’, the alternative voice - the  
middle ground Muslim (Majeed in The Vancouver Observer, 2009). In search of this voice 
he talked to different Muslims who were artists and musicians and through this process he 
heard time and again about the book 'The Taqwacores' by Michael Muhammad Knight.  
Hearing about the book, and being rather sceptical at first , he contacted the author, ar-
ranged a meeting and obtained Knight’s story. Inspired, Majeed realised that the alternat-
ive voice he had been searching for was personified in Knight and his book, as well as in 
the concept of Taqwacore. He says of the book:
 
“Mike’s book is great … is a great resource if you are young and Muslim and don’t know quite how  
to ... reconcile things that might seem opposing … you know if you're growing up in Western culture or  
in a  globalised world that we live in. You just don’t know quite how to make sense of ... you know,  
simple things like love and rock music or wanting to sort of be a bit wild and young and impetuous...but  
still not feeling like you can conform to your parents' Islam but still wanting to hold some connection to  
that or wanting to defend it when it's sort of being thrown back at you in these stereotypical and racist  
ways you know..its really a chance for young Muslims to have a voice and express their confusion.”  
(Omar Majeed in The Taqwacores on Q-TV; 2009: min.: 06:35).
From this meeting with Knight and from his reading of 'The Taqwacores' Majeed pro-
ceeded to make the documentary. 
He says of the inspiration that the book generated, that ‘Taqwacores’ have most likely 
existed before the book and before the film, but what the book and Knight have done is to  
create a name and a context for those people who now call themselves Taqwacore, and 
perhaps even those that don’t. Talking about the Sufi Muslims he and Knight had observed 
in Pakistan, Majeed points out that these “ twirling Sufis” who were high on some enhan-
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cing drug were basically punks. He reflects that if “these guys call themselves Muslims, so  
why should Islam be so defined?” (Omar Majeed in The Taqwacores  on Q- TV: 2009: min. 
16:27).
6.8.1 Connections
Majeed has a very clear connection to Islam. He is a member of a family with Muslim 
roots, although not particularly religious, and his relation to Islam in this sense is perhaps 
only a secondary association rather than a connection. The real connection, as put forward 
by  Majeed,  was  his  time  in  Pakistan  with  his  family.  Pakistan  heightened  his 
observance/awareness of Islam. In this sense, his Pakistan experience acts as a mediator 
between Majeed and Islam.
Majeed’s connection to punk is less clear cut. He mentions that when he was younger 
he listened to punk music via his older siblings and fell for the fast-moving, do-it-yourself 
ideology behind punk.  Whether  he considers himself  punk is  unclear;  however,  it  can 
surely be pointed out that, to Majeed, punk has been mediated to him through his siblings. 
Majeed's connection with Taqwacore is quite nuanced. The sequence of connections 
is quite rich and progressed as follows: (i) from his desire to find the ‘other Muslim voice’  
he approaches several Muslim personalities, (ii) from them he receives word of the book 
by Knight and arranges to meet Knight, who deepens Majeed’s connection to and under-
standing of Taqwacore and (iii) Majeed sees Taqwacore as the ‘third voice’ and decides to 
make a documentary about this new phenomenon. The connections and sequence of act-
or to actor to (the book) to actor is quite clear: firstly the Muslim personal ities, secondly the 
book and thirdly Knight himself, all of which have passed on knowledge of ‘Taqwacore’ in 
various ways.
 Canada is Majeed’s place of birth, a place he feels connected with, while Pakistan is a 
place of heritage and a place he feels equally connected to. Both have had various actor-
connections, the primary one being his family - mediators of Canada and Pakistan ‘know-
ledge’. 
6.8.2 Summing up sites
 The imagined communities that Omar Majeed refers to are Pakistan, Canada, Islam 
and Punk.
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6.9 Michael Muhammad Knight
Michael Muhammad Knight stems from an Irish-catholic background and he portrays 
his family upbringing as rather troubled. At the age of 16 he converts to Islam after en-
countering it through hip-hop music and its partial relation to the American Muslim Com-
munity. He emphasises the role of the autobiography of Malcolm X, as well as the work of  
the Spike Lee who directed the screenplay on the life of Malcolm X: 
“I read the book once and probably saw that movie a 100 times … before I graduated from high  
school [laughs]. So the movie just pounded it into my head … the autobiography made me really inter -
ested in Islam and the movie just made it impossible not to be Muslim [...] But the mythology that Spike  
Lee created, which spanned from the mythology that Alex Haley created … that was my Islam [...] that
´s were my Islam came from for a very long time. (Knight in The Bat Segundo Show, 2009: min. 25:01 
ff)
His conversion to Islam takes him to Pakistan, with the desire of becoming a better 
Muslim: 
“When I was 17, in my senior year of high school, I got two months off to go to Pakistan and live in  
a mosque, basically. I went through this stage of getting this very hardcore, very austere and uncreative  
Saudi-Islam. The demands of organized religion eventually wore me down.” (Knight in Taqwacore: the 
birth of punk Islam, 2009: min. 05:30).
Knight returns to the USA and, jaded by his wounding experience with organised reli-
gion, experiences a crisis of faith that results in his first encounter with punk rock:
“Punk was after Islam. When I was a teenager I believed that string instruments were forbidden re-
ligiously, you know. But after I went through this disillusionary period, I was in college and I started  
hanging out with the punk kids … And it was the punk kids who empowered me to get out of my shell  
and to question myself … And I wished that I could somehow inject that spirit, that mythology that they  
lived by into Islam.” (Knight in The Taqwacores  on Q-TV, 2009: min. 03:06).
This leads Knight to write the novel 'The Taqwacores':
“After crashing and burning as a fundamentalist, I hoped for a new Islamic experience with more  
room for individuality, creative chaos and honest expression within the community. Punk rock seemed  
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to have the answer. [...] It took a couple of months, if I remember. Then I just started xeroxing copies,  
numbering pages with vinyl stickers and binding the books by hand. My plan was to travel from mosque  
to mosque and hand it out in parking lots, but that didn't work too well. Then I started posting online at  
message boards, offering to ship the book to anyone on my own dime. After mailing books to places  
like Saudi Arabia and Malaysia, I couldn't afford to do it anymore. Then Alternative Tentacles, the punk  
rock record label founded by Jello Biafra, decided to include The Taqwacores in their catalogue. … I  
honestly thought that no-one would read The Taqwacores. A photocopied novel  filled with obscure  
Muslim references and punk-rock references? I was sure that the Islam would alienate the punks and  
the punk would alienate the Muslims. Now it's being read by non-punk non- Muslims, I never could  
have dreamed it.” (Knight in The Book Depository).
 From here on, Knight is being contacted by readers who feel his work is inspiring. As 
outlined in the other parts  of  the individual  analysis,  the Taqwa-tour  is  facilitated as a 
means to make Taqwacore become more than a mere online community.
 Meanwhile, his career as a writer continues and brings a certain level of success as 
well as personal progress: 
“I was just living on one of my professors' couch [...] And apart from that I was living in my car, liv -
ing on The Kominas' couches. And just being a bum, you know, being unemployed, lonely and miser-
able and not having any optimism for myself as a writer nor as a Muslim [...] And now, it´s like … I've  
gone back to school, I´m getting married … All these things that I´d never dream of would happen are  
happening … I´m published, the books are doing reasonably well, getting some degree of attention or  
acceptance, even within the Muslim community I´m finding that acceptance that I´d never dreamed of I
´d have … So as everything is good now, what do you do with your old mythology of being a heroic  
looser, when you kinda stop being a looser? It´s almost an identity crisis to have life be okay (laughs)” 
(Knight on The Bat Segundo Show, 2009: min. 07:30).
6.9.1 Connections
The identifiable sites when going through the available material on and by Knight can 
be listed as being punk, American culture and Islam.
Knight's connection to punk has been described by himself in the previous chapter, 
and the material does not offer any other mentioning of mediators to that site than the im-
pression the punks at his college made on him. 
A clear connection to American culture, or maybe it should be said to its dark sides is 
the idea of American culture that his family background offers him: 
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“I read the autobiography of Malcolm X around the same time that the movie came out, and that  
was the same year that I met my father for the first time. He turned out to be a white supremacist. He  
asked where I leaned religiously, I answered "Muslim" and he spit out some racial slurs. That only en-
couraged me to press forward with it. I was conscious of Islam as a correction of everything wrong in  
America and my own little life.” (Knight in The Book Depository).
The most interesting connections that Knight mentions are the ones to Islam, as he 
has encountered through his life several different versions of Islam, mediated through dif-
ferent institutions and people. The ones already mentioned above have been the more 
Americanised versions of  Islam mediated through hip-hop and Knight's  encounter with 
Malcolm X  and  Spike  Lee,  as  well  as  the  more  rigid  version  that  he  encountered  in 
Pakistan, but which he clearly states as being of Saudi-Arabian origin:  “My first trip to  
Saudi-Pakistan, I was in a giant mosque, built by Saudi-Arabia, with teachers and money  
from Saudi-Arabia … The Faisal mosque was really the climax of my first experience with  
Islam.” (Knight in Taqwacore: the birth of punk Islam, 2009: min. 44:10 & 58:50).
Another mediator to Islam is the 'Five Percenters', an Islamic sect originated in New 
York City as an offshoot of the 'Nation of Islam' (Knight in KGB Bar Lit Magazine), Knight-
states:
 
“Like, there's a white Five Percenter named Azrael who took me under his wing. He must be sixty  
years old and he's been in this tradition a long time. He named me Azrael Wisdom. In their culture “wis-
dom” means number two, so he's naming me 'Azrael Two'. He's giving me a new lineage, better than  
the one that I get from my Dad.” (Knight in KGB Bar Lit Magazine).
Interestingly,  Knight himself points out how interrelated the sites of American culture 
and Islam are in his case, as he sees himself considerably influenced particularly by Amer-
ican versions of Islam:
“I think that for me, a big part of Islam was disowning whiteness … you know, I've been to Pakistan  
twice and I´d say that Pakistan is a white supremacist country, without a doubt, and Saudi-Arabia is a  
white supremacist country, or at least an Arab-supremacist country, but … the way Islam was presented  
to me in the early 90ies through Public Enemy lyrics referencing Elijah Muhammad, through Malcolm X,  
the movie and the book, through Brand Nubian … Islam to me was black and a way to reject, or at least  
correct whiteness [...] So [to Knight himself], it was the idea that Muslims don´t see colour, that Islam  
washes away race and also Islam as a resistance to white supremacy in American history … And  
America really is the only place on earth where Islam looks like a resistance against racism, I mean as  
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far as I know … I mean, I went to Mecca and I didn't even see that in Mecca … Just this idea that Islam  
was a middle-finger to whiteness … I really wanted that, I really, really wanted that.”  (Knight on The Bat 
Segundo Show, 2009: min. 07:30).
6.9.2 Summing up of sites
The imagined communities that Knight refers to are clearly Islam and Punk, Pakistan 
and American culture, as well as Saudi-Arabia. Interesting in his case is how the medi -
ations of Islam he has encountered have happened through different groups (who are of 
course imagined communities in themselves, of which a detailed description would take up 
too much space), as well as the strong overlapping of the American and the Islamic sites.
6.10  All imagined communities connected to Taqwacore
The first round of analysis above has made it possible for us to identify certain sites 
that are connected to and relevant for the Taqwacore phenomenon. They include (in no 
particular order):
• Pakistan
• The United States
• Canada
• Hindustan
• Islam (by various sub-communities)
• Punk
• Saudi-Arabia
• Queer
• Feminism
• The middle-east (Palestinians) 
• Immigrants and cultural minorities within the US and Canada 
• North American public discourse
Each of these sites has had an influence in some way on one or more of the actors 
and each has had its impact on the formation of the Taqwacore phenomenon.
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As outlined above there are many sites that these actors are connected to; much too 
numerous to be able to address all of them in this project. In light of this, we have chosen 
to focus on those that have re-occurred most frequently and therefore must have a signific-
ant influence on the phenomenon itself. They are Islam, Punk and North American public 
discourse.
A note of clarification is needed here to explain the choice of  North American public  
discourse. Several actors mention their connection to the United States and Canada as 
something that has been mediated to them both through their  experiences of living in 
these countries and through experiencing 'othering' as Muslims by these very same ima-
gined communities. This has happened both through the media representation of Muslims 
after 9/11, and through experiences of being depicted as the other' in personal contexts 
before and after 9/11. As these experiences are mentioned in one way or the other by al -
most all of the actors, we find it useless to distinguish between the USA and Canada as  
imagined communities, even though we of course acknowledge that there are differences 
between the two.
For our purposes, we found it  appropriate to account for the cultural,  national dis-
courses of the two countries (including national culture and politics) as well as the 'East 
versus West' dichotomy that we found to be present in these discourses as only one site 
that we have named 'North American public discourse', which we thereby depict as one 
imagined community. In this way, we will be able to let the site include the cultural influ -
ence on the actors within Taqwacore, as well as their discursive alienation from these ima-
gined communities through stereotypical coverage in the media.   
 Now that these three sites have been adequately identified and their importance to 
the phenomenon and its actors uncovered, it is possible to move on to answer our re -
search question. In the following chapter these three sites will be investigated through util -
isation of discourse analysis in order to determine whether or not the phenomenon has 
gained a cultural space of any quality through the creation of something utterly new. 
6.10.1 Different ways of imagining communities
The three sites, which we have chosen as a focus for our further analysis, constitute 
three very diverse imagined communities. They are conceived in three different ways and 
the means by which they are produced and reproduced discursively are very different. The 
size of the three imagined communities considered also differs to a great extent, and to 
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make it further complicated, it is hard to validate borders among the three sites, as any 
empirical investigation would uncover that great numbers of actors are part of more than 
one of the different sites. 
However, despite their differences, we consider it possible and recommendable to en-
gage in such an academic study, since their potential as protagonists in group identity 
formation rests in their discursive power. There are still considerable differences in the dis-
cursive authority each of the three imagined communities is claiming in relation to their ad-
herents, but they are all constructed as world views that are reproduced by rituals, visual -
isations and partially shared conceptualisations of the surrounding world.
The three sites are overlapping as actors from each site often can be found positioned 
in other sites. This fact will be also addressed in our final evaluation. We anyway find it rel-
evant to look at the discursive positioning being carried out within these imagined com-
munities, as they will  be carried out by individuals that not only assert representational 
value within a specific site, but also position themselves within the site through their pro-
duction of materials. Partially different will be the case of the sources connected to the  
North American public discourse, as they hold their representational value primarily in their  
institutional authority as news media or academics. In accordance with the scope of Laclau 
& Mouffe we see this institutional authority as one which is also discursively produced.
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7. Analysis part 2 – Is qualitatively significant cultural space 
gained?
In the previous chapter, three sites have been regarded as key for the proceeding of 
our analysis towards answering the research question.
It is important to note that the identification of these sites is to be intended as a tool  
that can help us in carrying out our analysis, rather than as a rigid structural division of 
real-life phenomena. As much as the use of Islam, punk and North-American hegemonic 
discourse can be helpful in classifying different areas of interest, we are very aware of the 
overlap that some of these sites and some of the actors participating in them do have, par -
ticularly if  considering their  vastness.  While recognising that  the three sites intertwine, 
keeping such a division will allow us to analyse the three sites taken into consideration in a 
more structured way.
In this part of our research we will perform a discourse analysis on materials pertaining 
to the three sites that have been highlighted. By looking at what sources pertaining to 
these sites have to say about Taqwacore we will be able to point out whether or not cultur-
al space has been gained. Furthermore, if such cultural space had been achieved, we 
would be able to point out its accordance to the desires and expectations of the Taqwacore 
group itself, by analysing its reactions to the way it is talked about by other sites.
We will tackle the three different sites one at a time, looking, at first, into if and how the 
site refers to and describes Taqwacore. To simplify the structure and facilitate the reader, 
following the analysis of each one of the sites we will present the reactions of Taqwacore 
to how it is talked about by the specific site.
7.1 North American Public Discourse
7.1.1 Representations of Taqwacore
To understand how much cultural space has been gained and of what calibre, we must 
first identify what positioning Taqwacore inhabits within a given imagined community or 
‘site’. For the purpose of this section we will focus on this positioning within the imagined 
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community of North American public discourse through the use of several sources where 
Taqwacore is the key subject of discussion. To determine the subject positions within a giv-
en imagined community one must address master-signifiers that conceptualise the sub-
jects within that site. From the sources that we have compiled, there are numerous mas-
ter-signifiers which help to position Taqwacore - most of which span across sources. They 
will be addressed below.
Across several newspaper articles Taqwacore is identified with its most obvious com-
ponents, both punk and Islam. Both are signified as being major parts of the Taqwacore 
movement. Punk is seen as “marginalised and angry” (Newsweek, 2007) and Muslim as 
being the ‘other’ in contrast to American mainstream culture – i.e. ‘us’, (as exemplified by 
an utterance by Knight in a CNN article). In it, it is said that Muslims are not fully accepted 
as Americans and America (as an experience) is seen as something that cannot contribute 
to the Muslim world (CNN, 2009). In matters of opinion, punk - something ‘American’ - and 
Islam are seen to be contradictory and even to constitute an ‘oxymoron’ when they are put 
together (Newsweek, 2007).
Another component of Taqwacore that is signified is its duality. The idea that Taqwa-
core is the ‘middle man’ that resists both mainstream ‘West’ and mainstream ‘East’ (East 
here being synonymous with  Islam) (Newsweek,  2007).  Further  duality is  seen in that 
Taqwacore is both of these and none of them. For example, The Kominas express distaste 
in the fact that their band is always seen in the light of religious significance and not in  
terms of music or what else they might have to say (LA Times, 2009). Furthermore, Taqwa-
core bands are portrayed as having dual identities: one that is mainstream and one that is 
not, and it is claimed that these dual identities are in conflict with one another. In most 
sources it is made note of the fact that there is some sort of identity crisis arising from such 
conflict, which tends to refer to post 9/11 discourse. For instance, it is reported an example 
where there is significance placed on one of The Kominas being “a kid who played video 
games and listened to music” and then having to realise his dual identity after the events 
of 9/11 (Newsweek, 2007).
Nevertheless, if we look into other sources within the public discourse, as for example 
within academics of North America, a more differentiated picture can be drawn. Sarah 
Hosman is a young American researcher, who wrote her M.A. thesis on Taqwacore (2009).  
In her conclusion she writes:
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“It became clear that the punk rock identity that I initially conceptualized as conflicting with an Is -
lamic identity was in fact not contradictory, but rather served as a mediator in a different identity conflict  
between the United States and Islam.“ (Hosman, 2009: 96).
She sees this identity conflict rooting in an incompatibility between the United States 
and Islam. Especially, after 9/11 “[t]his identity construction was rooted in the association  
of these groups of people with terrorism and violence“.  She stresses though, that also be-
fore 9/11 “there has been a historical trend of the United States defining itself in opposition  
to an Other“ (Hosman, 2009: 96). The point of departure for Hosman's conclusions are 
very important. All her interviewees within Taqwacore were Muslim and she acknowledges 
that this has influenced her results. She writes: 
“[...] while I have pointed out that not all of the individuals involved with Taqwacore are Muslim,  
Arab, South Asian, or Middle Eastern, the individuals I interviewed came from Muslim backgrounds.  
Thus, the data for this thesis revolves around these individuals’ personal experiences as Muslim Amer-
icans, which shaped my analysis and speculation on identity conflict.“ (Hosman, 2009: 106).
To identify a positioning of our subjects within the sources that have been analysed 
(which represent large parts of North American Public Discourse) is possible. We can im-
mediately pinpoint a difference between subject positioning from media sources and from 
the only academic study available at the time of writing. By looking at media sources, sub-
jects associated with Taqwacore are seen as in duality and in contradiction. In fact, while  
acknowledging that there is a certain (unwanted) focus on the religious side of Taqwacore 
bands most articles highlight difficulties in being Muslim in a post 9/11 world, therefore re-
producing the duality discourse that Taqwacore is attempting to distance itself from.
Hosman, while also having a starting point in this duality and therefore reinforcing this 
vision and interpretation of Taqwacore, moves forward throughout her work, concluding not  
only that the Muslim and the punk identities are not at odds with each other, but also that  
Taqwacore is a more diverse phenomenon than initially assumed. Thus, throughout her 
study, she moves the subject positioning of Taqwacore (Hosman, 2009).
It can be then said that Taqwacore as a phenomenon is portrayed by part of this site 
as carrying a particular duality – punk and yet Muslim – and that there is more weight put  
on the religiosity of the phenomenon which consequentially places it in a category of the 
‘other’. Hosman, on the other hand, highlights how this should be considered as a mis-per-
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ception, as the identity conflict that is actually being constructed in the media is instead 
rooted in the duality between Islam and America. She also acknowledges that her study is 
based on interviews with Taqwacore individuals that identify themselves as Muslims, and 
therefore non-religious aspects of Taqwacore are pre-emptively excluded from her conclu-
sions.
7.1.2 Taqwacore Responses
 American media have thus tended to relate Taqwacore with the master-signifier “the 
middleman” which has been fixed with meaning, by being perceived as expressing a 'dual-
ity' of 'Eastern' or 'Muslim' together with 'Western Punk'. The religious or Muslim part of this 
duality has been highlighted, and the duality has been portrayed as one of  “conflict” or 
contradiction. The bands related to Taqwacore are displaying different positions on having 
their Muslim identity highlighted in the media. In this way the discourses of the media and  
of Taqwacore on North America seem to be in a struggling with each other. An example of  
how Taqwacore thinks about this type of media coverage shall be put forward here. In the 
interview with Issue Oriented #48 “Now playing the Kominas”, Basim Usmani reflects on 
the bands’ relation to the media:
“What the media does for us – the positive to it, is that it allows people to conceive of such a thing  
as Muslim hyphen punk or Muslim hyphen American. That’s people who conceive people – some of  
whom play music – some of whom may drink – some of whom may be totally devout – all are like  
hanging out together and not being interested in blowing things up or whatever. That’s good, but they  
shouldn’t have these preconceptions either...” (Usmani in Issue oriented, 2009: min. 26:45).
Despite the acceptance of being related to religiosity, Usmani portrays  the notion of 
duality with a much more neutral connotation. “Hyphen” is a rather technical term, which 
really denotes the compatibility of the two concepts that are being linked. Hence, Usmani  
discredits the antagonism that American media otherwise portrays among Punk-Muslim-
American individuals.
An antagonism that is at play in this quote from Usmani is the fact that he, on one 
hand, accepts being interpellated as Muslim in order to highlight the positive relations to 
this identity,  while, on the other hand, he argues against the portrayal in the media of 
Taqwacore’s  religious  aspects  since  these  tend  to  relate  it  to  the  “preconceptions” of 
Muslims.
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In relation to the qualities of the cultural space gained, this portrays a dilemma that the 
Taqwacore bands are presented with: accepting being interpellated as a Muslim is their  
compromise to access to mainstream media, where they can then hope that some of their  
nuances may be portrayed.
On the other hand,  Taqwacore has gained a qualitatively significant cultural  space 
within academia, being represented and portrayed as a multifaceted phenomenon carrying 
several diverse identities. However, it needs to be acknowledged that the size of this cul-
tural space gained is small to start with, and by far too small to compete with the discursive 
weight of the media representations.
7.2 Punk
7.2.1 Representations of Taqwacore
In this section, we will undertake an analysis of sources that we have identified as be-
ing representative for ongoing discussions between individuals that identify as punk (yet 
not as Taqwacore) on the topic of the emergence of Taqwacore. We will start by looking at 
a discussion on Taqwacore that has been taking place within both the columns and the let-
ter  section  of  the  Maximum Rock  n´Roll  Magazine  (MRR)  over  several  issues  of  the 
magazine. MRR is a voluntarily run punk fanzine from the USA that has been in existence 
since the 1980ies and attempts to cover different variations of punk rock worldwide.
Other sources we have employed are a message board for punks in which several 
people identifying as punk express their opinion on Taqwacore as well as comments that 
have been made on videos by the Taqwacore group which are to be found on YouTube. 
There are both negative and positive reactions towards Taqwacore. Most of the negat-
ive reactions focus on the perceived mutual exclusiveness of punk and religion, positioning 
punk in opposition to religious beliefs which are seen as dangerous. One reader of MRR 
states: 
“There are plenty of punks who rejected their fucked up right-wing Christian parents when they be-
came punk, and not to hold kids who grew up Muslim to the same standards in order for us to respect  
them as punks is not an issue of tolerance, it´s an issue of having a punk scene with good people in it  
[…]. And I know there are lots of punks in Malaysia, Indonesia and other SE Asian Muslim countries.  
Not that those punks are Muslims, I bet most of them reject Islam just like American punks reject Chris -
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tianity.”  (“Dylan”, MRR issue 328, 2010).
The mutual exclusiveness of punk and religion (and thus Islam) is often not reasoned, 
but stated as an established fact, thus positioning punk as essentially atheist, this being 
the hegemonic discourse for these individuals. Discussing the documentary, it is stated:
“The guy with the lil mohawk really got on my nerves. But they seemed to me to be really on the  
fence about their beliefs in the muslim faith. In the beginning it opens with one of them singing and the  
first thing that comes out of his mouth is that 'i am the anti christ' and later on it shows them at a show  
screaming 'i wanna fuck you during ramadan' when seconds before they show all of them in deep pray-
er at a mosque or praying five times a day. so a lot of it was completely contradictory. i think they need  
to just pick a side.”  (“safetypinsam” on Punkrockers.com - forum, 2010).
In the cases that the rejection of religion is actually reasoned, religion is depicted as  
oppressive and irrational and therefore being contradictory with punk which is seen as an-
ti-authoritarian and liberating. Taqwacore is here equalled with religion and therefore in op-
position to punk:
“Religion is dangerous in all of its manifestations not only because of its oppressive nature and its  
tendency to produce patriarchal, bigoted and violent fanatics […]. As such, while we should demand  
others to see things the way we do, we certainly should not be encouraging anyone, especially pro-
fessed punks, to embrace Islam … “ (“Michael” in MRR, issue 330, 2010).
Contradictory to that, there are also positive reactions towards Taqwacore, emphas-
ising tolerance, pluralism and individual freedom as 'punk values':
“[...] its a good thing,as usual Punk can and it should be used to spread the message of tolerance  
even in fucked-up religions(Islam,Christians,whatever they may be...)There's a school of thought that  
mostly says that if you're a Punk you're(or you should be an Atheist)but thats wrong as Punk should  
mean exactly that you can be whatever you wanna be...In my case I'm an Atheist by I don't see any  
problem with Punk being used to reduce extremism in religions. [sic]” (“Crise Total” on Punkrockers.com 
– forum, 2010).
Other punks, such as some of the columnists of the MRR- magazine, strongly oppose 
the perception of an essentialist atheist punk-scene, as they see this idea bothering on ra-
cist and colonialist attitudes. They do not see Taqwacore as being dangerous due to its 're-
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ligious' nature, but understand it as a way of young Muslims rebelling against conservative 
Islam. Their positioning is developed around concepts such as post-colonialism, multiple 
identities,  identifying  generalisations  as  harmful  and  tolerance  towards  other  people's 
ways of thinking. Here, punk is also positioned as anti-authoritarian and liberating and in 
strong opposition to conservatism, while attitudes like the anti-Taqwacore statements listed 
above are positioned as intolerant, uneducated and close to racism. Taqwacore is posit -
ively addressed around terms like 'rebellion', 'cultural progress' and 'right to self-definition'. 
One of MRR's editors in response to “Dylans” letter: 
“This is a case of what I like to call 'Knowing better than the savages' in which people think that  
they understand the inner workings of a culture more than the people involved. I guess you don´t know  
shit about Islam or Taqwacore scene […]. It is not perspective, it is self-righteous with a subtext of col-
onization entitlement that leads to misunderstandings and harmful realities. And when it comes down to  
it, people have been questioning, challenging and redefining their cultures and traditions (religious tra-
dition included) for thousands of years before you decided to proclaim that nationalist socialism and Is-
lam are the same thing.” (Mariam Bastani in MRR, issue 328, 2010)
Another example:
“I think the beauty of movies like Taqwacore as well as others like, Trembling before G-d, a docu-
mentary about gay and lesbian orthodox and Hasidic Jews, is that it shows people being something  
that everyone says cannot be or does not exist. When we say that certain individuals or groups 'aren't  
punk' because they make choices that don´t fit into our definition of what punk is, we are denying their  
right to define themselves as they wish. We also force people who are looking for a home in punk to  
leave part of their identity – part of who they are – at the door so that they can be accepted, i.e. “You  
can hang out, as long as you don´t talk about____________.” [sic]. This is just one way that punk con-
tinues to be a subculture that alienates individuals who would probably make our communities stronger  
if they felt more welcome.” (Osa Atoe in MRR, issue 325, 2010).
As outlined above, reactions on the emergence of Taqwacore within the punk com-
munity are mixed. Whereas some perceive them as a threat to what seems to be an es-
sentially atheist  punk identity due to  Taqwacore's  “religious nature”,  others do position 
Taqwacore as a new kind of punk that the existing scene should welcome, both for having 
its own perceptions about punk challenged, but also as an enrichment of the scene itself.  
Acknowledging and emphasising the multiplicity of identities that one individual can hold, 
they do not depict punk as an essential identity that necessarily excludes any form of reli -
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gious faith. These voices talk of Taqwacore as a way for the involved individuals to chal-
lenge their own community with punk as a tool, not an essentially fixed set of meanings 
and meaningful practices.
7.2.2 Taqwacore responses
After having described how different punks position themselves and Taqwacore in rela-
tion to each other, we will now shortly look into how some of the members of Taqwacore 
have positioned themselves in relation to the reactions they have received from people 
identifying as punk.
Basim Usmani from The Kominas describes his relation to punk. We see Usmani’s 
quote as an expression of how many of the bands related to Taqwacore emphasise other 
master-signifiers than religion, as for example conservatism in this instance, when posi-
tioning themselves in relation to punk: 
“I love that music, but there's one thing that bugs me though […] The bands that come from Boston 
all seem to be the same. They’re all hardcore-DP’ed, they don’t want people to sing along to it, they all  
look down on their instruments. They’re all trying to be hipper than anyone else I guess. It seems sort  
of far removed from any sort of message. It is like being punk-rock is about satisfying being punk-rock.  
Its nothing else, it seems to perpetuate itself...” (Usmani in Issue Oriented, 2009: min. 10:21)
Over all, we have identified three discourses that different actors pursue, when posi-
tioning punk in relation to Taqwacore or vice versa. One discourse that describes punk and 
Taqwacore  as  mutually  exclusive  due  to  religious  issues,  one  discourse  that  defines 
Taqwacore as religious but compatible with punk, and,  within Taqwacore, one discourse 
that downplays the religious connotations to Taqwacore and sees it as compatible with  
punk. The quality of the cultural space intended to express through their representations 
can be seen as of 'low quality', in the way that the discourse outside Taqwacore differs 
from the one within it.
7.3 Muslims on Taqwacore
7.3.1 Representations of Taqwacore
We will now look into how other people position themselves within the site of Islam in 
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relation to Taqwacore. We have tried to identify sources that claim Islamic authority ad-
dressing Taqwacore, but this was only possible to a very limited extent.  Therefore the 
sources we rely on in describing the reception of Taqwacore among other Muslims, is 
mainly material from web-fora and one self-proclaimed  “proud Muslim” covering Taqwa-
core as a journalist. 
On the web page  RD Magazine the self-proclaimed  ”native New Yorker and proud  
Muslim” (not claiming any authority in Islam, but representing the Muslim community) and 
journalist Hussein Rashid interviews Basim Usmani and Shahjehan Kahn from The Komi-
nas. RD Magazine describes itself as “a daily online magazine dedicated to the analysis  
and understanding of religious forces in the world today, highlighting a diversity of pro-
gressive voices and aimed at broadening and advancing the public conversation.” (Taqwa-
core Roundtable, 2010).
Rashid represents a discourse that simply claims Taqwacore misunderstands Islam, 
although he otherwise portrays Taqwacore in a positive light, and claims that his favourite 
track is The Kominas’ 'I want a hand job' which “has reverence for the family of the Proph-
et, and includes elements of contemporary cultural references with a good dose of sexual  
language. Like a good South Asian or Persian lyric […]”  (Taqwacore Roundtable, 2010). 
He describes the characters of the book and the people that got inspired by it as “a gener-
ation of Muslim-American youth who had no cultural home. There were pot-smoking, pray-
ing,  Qur’an-reading Muslims,  who would edit  out sections of the Qur’an because they  
were 'wrong' and no one could explain the text to them.”. The subject position of Taqwa-
core is thus structured around the master-signifier 'Muslim' which is in turn being related to 
pot-smoking, praying and Qur’an-reading. The latter part of the quote refers to a scene in 
the book, where characters edit out sections of the Qur’an that they disagree with. This 
part in Rashid’s description of Taqwacore is crucial. In the book the parts are edited out  
due  to  theological  reservations,  but  this  explanation  is  excluded  by  Rashid  from  the 
present discourse to make it part of the discursive order. Rashid seems to explain the edit -
ing by the youth’s lack of knowledge about the Qu’ran.
Secondly Rashid describes the opposition in 'the Muslim community' towards the phe-
nomenon Taqwacore as  “large parts  of  the community  who were  in  denial  that  these  
people existed, who felt their power threatened, or who could not deal with the confusion  
their decisions cause” (Taqwacore Roundtable, 2010).
The possible theological  reservations against Taqwacore that its Muslim opposition 
might have,  are thus also excluded from Rashid's discourse of Islam. Their opposition is 
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explained as either a matter of power relations or of ignorance. Thus, Rashid hegemonises 
a discourse of a Muslim community that includes Taqwacore, but excludes the theological 
differences within the community. What is also excluded are the actors who refer to them-
selves as Taqwacore, but who do not have religious motivations, as they are not at all  
talked about.
Only few who are  claiming any sort  of  Muslim authority  appear  to  be  addressing 
Taqwacore. However on the 44th ISNA convention where the bands on the Taqwa-tour ap-
peared for  'open-mic night,  their  performance sparked an immediate reaction from the 
ones who were responsible for the arrangement, as well as the Taqwacore bands fed reac-
tion on a forum for young Muslims discussing the ISNA convention (Islamicaweb, 2007).
As depicted in 'Taqwacore: the birth of punk Islam' The Taqwacore bands seemed to 
get positive response from the young spectators present at the open-mic night. However, 
they were eventually thrown off the stage by Chicago-police. In the film a woman presen-
ted as an “ISNA Organiser” explained in front of Omar Majeed’s camera that the police had 
been called since the bands where cursing, dancing and letting female singers appear on 
stage, which was not 'appropriate Islam' (Taqwacore: the birth of punk Islam, 2009: min. 
39:30). 
In the Forum “44th Annual ISNA Convention”, young Muslims discuss the impressions 
from the ISNA convention. Several people comment on the appearance of the Taqwacore 
bands, they give different explanations of the controversy and subsequent expulsion of the 
bands. 
28-year old forum-member “Fatima” was present at the time of the Taqwacore per-
formance: “some punk/rockish band came up (i forgot their name) and me and the islamic-
an irony just looked at each other and said, ok either we are too old for this or its too late  
and we left lol.” (Islamicaweb - '44th Annual ISNA Convention', 2007)
27 year old forum-member “580” writes: 
“A muslim punk band group called 'The Kominas' took on the stage at approx 3am...and from what  
I heard later that night...was that they were playing too loud...they also had 2 lesbian muslim women on  
stage with them...the women wasn't doing anything lewd to my knowledge but the group was asking to  
exit the stage after refusing to stop playing loud,,,,and the group began to shout "Pigs are HARAM" to  
the police and was escorted off the stage...the people that was in attendance got up and left the ball-
room and some run out […] by Sunday..the word had gotten back to ISNA Youth director Iyad Al-
nachef..and  by  Sunday  Night...Iyad  tried  to  make  sure  that  last  night  incident  wouldnt  happend  
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sunday...so he required all acts to audition in front of him...and he was to judge whether they could per-
form or not […] Iyad told the breakdancers...that they couldnt breakdance because it was haram for  
men/women to dance.” (Islamicaweb '44th Annual ISNA Convention' 2007).
The forum members  seem to  accept  a  structuring  of  the  subject  positions  of  the 
Taqwacore bands and actors around 'Muslim'. This even accounts for the girls from Secret 
Trial Five who are portrayed as “lesbian Muslim women”. Taqwacore is put in equivalence 
as inappropriate, “too loud” and something for youngsters, but it is not being excluded from 
the discourse that defines being Muslim. One could see ISNA authorities’ act of calling the 
police to interrupt the performance as an attempt to exclude Taqwacore from their Islamic 
discourse, but it should be added that the “ISNA Organiser” follows her explanation of the  
exclusion up with the moderation: “It is not my opinion on it, it is what our policy says.” 
(Taqwacore: the birth of punk Islam, 2009: min. 39:45).
The reception of Taqwacore from people at ISNA thus seemed to be rather moderate.  
However it is not difficult to find more hostile receptions to Taqwacore on other internet 
fora: for example reactions to the video “Taqwacore trailer – Punk Islam” includes such 
statements as this from the user “JannahsPath”: 
“Munafiqs and Fasiqs [religious hypocrites and morally corrupts] everyone of them... why put the  
word 'Islam' on this filth? Supporting homosexuality, cursing, etc? […] THESE PEOPLE DO NOT BE-
LIEVE IN THE DAY OF JUDGMENT. I can tell by their actions... irrespective of their words... And that is  
coming from a Muslim CONVERT who  used to listen to stupid music like this.” (Taqwacore trailer – 
Punk Islam, 2009).
Or from “Oink2211”: “"i am the anticrist" WTF!!!! im muslim, and WHAT WAS THAT! no  
freakin wayyyy!!” (ibid.)
The anonymity of internet pages like YouTube makes the validity of positioning being 
done more complicated, but still it is a way to contest the master-signifier Taqwacore and 
its relation to the master-signifier “Islam” from people claiming Muslim representativeness. 
Generally it is our impression from the sources that we have access to, that this discourse 
of Taqwacore being part of Islam is accepted although it is as an 'inappropriate' version of 
it, or the theological differences are downplayed.
7.3.2 Taqwacore responses
We will now look at how this shaping of the cultural space corresponds with the way 
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the actors that position themselves within Taqwacore are conceiving themselves in relation 
to Islam or being Muslim.
Looking at the actors related to Taqwacore and their discourse of Islam and Taqwa-
core we can identify a few inconsistencies. Michael Muhammed Knight puts Taqwacore in 
equivalence with Islam as for example in describing his motivation for writing 'The Taqwa-
cores': “I just wrote this fantasy of this kind of Islam that I wanted to see.” (Knight in The 
Taqwacores on Q-TV, 2009: min. 3:58). Omar Majeed reproduces this discourse, as exem-
plified by in the title of his film 'Taqwacore:  the birth of punk Islam'. Also Secret Trial Five  
refer themselves to the master-signifier Islam, as they describe the goals with their music  
as changing the perception of  Muslim women and promoting anti-islamophobia.  Omar 
Waqar on the other hand rarely talks about himself as a Muslim – emphasising instead 
other master-signifiers, as for example the music style Bhangra. Al-Thawra highlights only 
a differentiated relation to Islam as none of the band-members are Muslim. The members 
of The Kominas, who are very often depicted as representative of Taqwacore, stated in 
February 2010 that “[they] think that the term 'Muslim Punk' may have been accurate ini-
tially” but also that by now “'Muslim Punk' is an awful term“. Instead they are highlighting 
other master-signifiers as 'Desi'  or or even 'Atheist'  (Usmani in Taqwacore Roundtable, 
2010).
To conclude, we can see an antagonism in two primary discourses competing about 
the identity of  Taqwacore. One discourse  positions Taqwacore within Islam, although it 
does so placing in on its edges. A second one downplays Taqwacore’s relation to Islam or  
does not see Islam as the only signifier, highlighting instead other master-signifiers. The 
latter seems to be the most common among the bands related to Taqwacore, while the 
former seems to be the most common among other Muslims perceiving Taqwacore and 
the actors related to the phenomenon. We could conclude that Taqwacore's intentions in 
the shaping of the cultural space are different from the way Islam perceives it. Therefore, 
Taqwacore can be considered to have gained cultural space within the Islam Site, although 
the quality of this cultural space could be debatable.
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8. Discussion and Conclusion
In this discussion we will  contemplate, in a more general context, the findings that 
have been reached above. In other words we will elaborate on our results and demon-
strate how these results point to a general problem area. From this demonstration we will  
then formulate our final conclusion based on this problem area.
Even though Taqwacore contains numerous identities at play (Muslim, American, fem-
inist, queer, punk, etc.) the fact that it has been given a name has made it an imagined  
community in itself. That is to say that, as we have shown, the group has come into exist -
ence as a graspable entity by naming itself as a group and thus making it possible for oth-
ers to talk about it. This can also be shown by the fact that we were able to identify dis-
courses pertaining to Taqwacore within other imagined communities. Through this we can 
comfortably state that cultural space has been gained.
As our analysis has shown, discussing the group includes attempts to define it. These 
different  definitions  may  naturally  differ  from  the  self  perception  that  Taqwacore  may 
posses. Furthermore, as Stuart Hall has shown, identity formation is an ongoing process 
which includes different positionings at different points in time. In this context we find par-
ticularly interesting how the self positioning of Taqwacore has changed during the time line  
that  we have chosen to  work  with. It  emerged from the material  studied that,  initially, 
Taqwacore was tightly connected to the novel which brought about the name linking it to 
Islam and punk. Similarly, in their early positionings of some of the bands clearly revolved 
around these two terms, whereas, in more recent times, several of the artists distanced 
themselves or toned down this restricting label. Also for these reasons, some of the actors 
complain about the punk/Islam aspects of their work as being over emphasised by others. 
It can be assumed that such distancing and dissatisfaction in terms of ‘labelling’ is an at-
tempt by the Taqwacore group to resist becoming an ‘imagined community-like’ identity.  
The actors analysed emphasise that they are more multifaceted then the discourse about  
them allows for.
In fact, as shown in chapter 6, a wide of variety of sites has been identified by looking 
at the actors' own references to external imagined communities that carried meaning in 
their lives and that they have stronger or weaker connections to. While some sites are re-
current, such as the three selected for the second part of our analysis, many others are 
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pointed out only by a certain amount of actors, while some are just mentioned by one indi-
vidual actor. Certain imagined communities carry a strong meaning for Taqwacore individu-
als, but do not for others. A good example of this could be the Queer Site for Sena Hussain 
of Secret Trial Five: while others from the Taqwacore group do not mention it as relevant 
for them individually, she undoubtedly puts much emphasis on it and relates to it in her  
every-day life and activism, also while making music. This wide variety of sites would have 
likely increased if we had chosen a broader pool of actors in our research. This can't but 
highlight how differentiated Taqwacore is within its ranks and how the dualism Islam/punk 
can account for only one part of this phenomenon.
 As we have stated our definition of quality of cultural space is the degree to which the 
actors manage to represent their self-perceived identities and whether these representa-
tions are understood as such by others. It seems that Taqwacore is talked about in ways 
that do not represent their self representation. For example, in North American public dis-
course, one can speak of a simplification of Taqwacore being seen as an outlet for indi-
viduals who have dual identities that are in conflict, particularly so post 9/11. The two iden-
tities most often compared are those of punk and Muslim. This is in direct contrast to what 
members of Taqwacore want others to perceive them as, as for example The Kominas, as 
shown above, are displeased that being Muslim takes up so much space in their coverage.
Furthermore, within the punk rock scene, the perception of Taqwacore ranges from be-
ing dangerous (due to its ‘religious’ nature) to being welcomed (as an extension of ‘tradi-
tional punk’). The discussion here seems in many cases to not really go in depth with what 
Taqwacore actually is but more revolving around matters of principle, that is, the self defini-
tion of punk - which is in itself highly contested.
 The ‘Muslim’ perception of Taqwacore also varies from youngsters who might become 
fans to those that see them as an edgy version of Islam as well as those that do not recog-
nise them as Muslim at all.
The quality of cultural space can then be 'measured' as the gap between those that 
are being defined and their self positioning and, on the other side, those who define and 
position the other according to their own understanding of them. In this case for example,  
Taqwacore is being highlighted as having a ‘quality of duality’ (said by those that define the  
other), whilst they themselves, highlight their multiplicity - this difference of opinion can ac-
count for the gap between the quality of cultural space  desired and the quality actually 
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achieved.
The quality of the gained cultural space is therefore varied as well, while what remains 
a very interesting notion is that the idea of what quality of the cultural space means for the 
actors themselves has changed. Coming from a 'satirical play' with clichés about Muslims 
and art that was to a large extent based on shock value, today the bands seem to have a 
more differentiated approach. This means that their perception of their cultural space has 
changed from striving for attention to trying to represent their own individual identities in 
more nuanced ways.
It can then be said that what helped in gaining cultural space in the first place, later on 
partly diminished the quality of it. It could be argued that falling victim to one's own redefin-
ition as well  as the unwillingness of others to acknowledge the complexity of the phe-
nomenon, point to a paradox within the Taqwacore self-definition. In other words, in order 
to receive cultural space of any kind, a naming or self definition has to be employed. The 
problem for Taqwacore is that this self-definition produced an external identification of the 
phenomenon that could account only partly for what Taqwacore actually is, and that this 
external identification was accepted or tolerated as long as it brought attention and recog-
nition to their existence. Once this cultural space has been gained, the struggle for a high-
er quality of it has started. Even if it is true that some of the latest album reviews or articles 
do not exclusively account for the Islam/punk duality, it is still difficult to predict if a higher 
quality of the cultural space could be gained. It is also possible that, refusing to be identi -
fied exclusively by the duality that brought attention on them, the entire phenomenon will  
loose its relevance for the same sites that are most connected to it, therefore being forgot-
ten rather than accepted as more multifaceted than previously thought.
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9. Project Evaluation
In carrying out the research, we have encountered a number of problems, both theor-
etical and practical. That is to say, the problems we met while carrying out the study in 
practice revealed weaknesses, but also strengths, of our theoretical as well as our meth-
odological approaches. In this chapter we will  elaborate on these strengths and weak-
nesses. 
9.1 Theoretical Challenges
The first theoretical problem we encountered was the overlapping of sites. We have 
outlined several times how individuals carry a multiplicity of identities that makes them part 
of several imagined communities at the same time. As we are looking at a group whose 
formation is exactly the result of this multiplicity, we encountered the dilemma of having to 
categorise  the  different  discourses  we  wanted  to  analyse  as  the  relevant  ones.  This 
seemed to bring our methodological approach close to the same perceptions of mutually 
exclusive identities that we wanted to escape from. Given the interconnection of our sites,  
a grouping through an artificial distinction was still necessary in order to be able to estab-
lish delimitations on our discourse analysis. 
As noted above, we are aware of that our sites strongly overlap and that this makes 
our distinction between them problematic. The crucial point here is that we refer to our  
sites as imagined communities. As certain identities are perceived to be mutually exclusive 
(though not by everybody), we decided that our discourse analysis should be able to show 
to which degree the perceptions about  the identities of  groups like Punk,  Muslim and 
American  actually are excluding each other.  By investigating the quality of  the cultural 
space gained, we were able to at least partly show how some discourses on these identit-
ies exclude the diversity of its actual real-life members. In order to be able to do this, we 
had to keep our three sites as methodologically separated areas in spite of their strong ac-
tual overlap.
The specification of sites as imagined communities allowed us to underline how many 
differing identities, often defined as mutually exclusive, can be part of the formation of a 
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group identity, not by being brought in as 'one person brings one identity and the group is  
the sum of its parts' but as the multiple and sometimes astonishing mix of identities that  
single individuals carry with them.
Another theoretical challenge was the determination of representative actors within the 
sites we wanted to look at in terms of gaining cultural space or not. Is an imagined com-
munity best represented by someone who within that community is invested with some au-
thority or by someone who just  claims to speak on its behalf? Furthermore, who can or 
cannot claim authority within the different discourses investigated will of course strongly 
depend on how the group perceives itself. What brought us to the choice of actors we  
have made, has been strongly influenced by the availability of sources that actually deal 
with Taqwacore. This notion brings us to the discussion of our methodological approach.
9.2 Methodological Constraints
Our methodological approach has mainly built on the assumption that the role of the 
media as a transporter of all the representations at work makes it the ideal field of study for 
the kind of group formation in question. Secondly, the idea that we should not hold pre-fab-
ricated explanations ready for what our actors do and say, but should instead let them 
draw a map of where their own 'habitats of meaning' have been drawing their influences 
from.
As enthusiastically as these assumptions were incorporated into our methodology, and 
as much as we still think that their application makes sense, several problems are hidden 
within them. Firstly, there was the nature of available sources. Some bands hardly had any 
available media coverage or the stories that our actors were telling did not answer any of 
the key questions we would have asked them. In this regard, at the beginning of our study,  
we tried to establish contact with some people we thought of as key actors, but were un-
able to  arrange interviews.  Clearly,  qualitative interviews with  the possibility  of  guiding 
questions could have made the mapping of social context more complete.
This would also have offered us the possibility of avoiding the problem of having to 
work with interview questions that reflected the interviewer's bias. This for example being 
the assumed paradox of being Muslim and punk that constituted the main interest of the 
media in the coverage. In this way, even if we tried to keep as close to 'what our actors say 
themselves' when mapping their social context, the available sources in the end showed a 
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strong  bias  by  mostly  centring  the  interviews  around  the  dualities  Muslim/Punk  or 
Muslim/American. Again, carrying out interviews on our own would have offered a possibil-
ity for highlighting also less obvious aspects of the Taqwacore phenomenon. The biggest 
problem around this bias was that it obviously influenced our choice of relevant sites as 
being the ones that re-occurred most frequently. If this could have been avoided, we might 
have been led to choose different sites than the ones we analysed, thus leading to differ-
ent results, given the the big real-life differences between the imagined communities we 
have encountered.
Another flaw was that the reactions of Taqwacore to the coverage they gained from dif-
ferent communities they are connected to, turned out to be sparse. Usually our actors 
would not specify which community had what opinion about them and what they them-
selves would think of that, but simply referred to 'people's' reactions. 
The strengths of our methodological approach are clearly its openness and relativism. 
Fluidness and relativism open up for the employment of many differing subjective view-
points and allow for studying each site as extensively as possible.
Having to work with the material that was available to us, our choice of materials still  
seems valid, given our desire to let our actors speak for themselves as well as showing re -
actions on their emergence as a group. 
All in all, our discussions on theory and method have been fruitful in providing us with  
a wide range of theoretical angles on different themes as well as the relationship between 
academic theory and research method. We have been able to build up a rough conceptual 
framework of our own that we have translated into an appropriate and congruent methodo-
logical approach.
Furthermore we have been able to study the multiplicity of a real-life, discursive iden-
tity group formation.
Despite of its imperfectness, our method and theory can be build upon by others in or-
der to refine our idea of thinking of the formation of cultural identities as an arena that is 
being formed but also feeds back into the imagined communities around it.
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